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ABSTRACT 
The earliest mass media images of a private music teacher in the United States 
were found in The Etude Music Magazine (1883-1957), the preeminent monthly music 
education journal marketed specifically to a profession that enjoyed accelerated growth in 
the early 20th Century. The Etude fostered an image of the private music teacher as a 
community leader and moral compass, charged with the responsibility of defending 19-
century values of Christianity, patriotism, and Victorian mores in the face of rapid 
upheavals in the social, cultural, and political fabric of the times. Extensive research has 
established that the construction of individual and collective identities is largely the result 
of the commercial discourse published in mass media. The early 20th Century saw a 
phenomenal surge in commercial illustrations in newspapers and magazines, images that 
were specifically designed to promulgate a national character, establish cultural 
proprieties, encourage aspirations, and manipulate commerce. The Etude was no 
exception, and my grandmother, a private music teacher herself, and the person who 
raised me, was a perfect example of the intended audience for this inculcation. Her 
worldview was in large measure shaped by what she learned from The Etude, and 
consequently formed the basis for her parenting skills. Like the music it championed, 
  vii 
most of the images in The Etude reflected its commitment to an exaltation of a refined, 
Eurocentric culture. Teachers were usually rendered in iconographic detail reminiscent of 
maternal or even divine tropes. However, in its first hesitant foray into the tabloid genre 
of cartoons, The Etude published a series of pen and ink illustrations in 1910 that 
examined encroaching forces of Evil that threatened the private music teacher’s 
obligation to maintain the culture, a duty my grandmother fervently embraced. Two 
research problems emerged. First, the impact of commercial illustration specifically 
targeted to music educators has never been examined; second, music iconography has not 
yet examined the genre of American commercial illustration, thus leaving a gap in the 
literature and an unresolved question of influence. Utilizing an autoethnographic 
narrative, this dissertation establishes the influence The Etude exerted on the culture of 
the time, and explores the intergenerational effect it had on my family and my own 
personal and professional identity as a music educator. 
  
  viii 
PREFACE 
The doctor was standing right there when the elevator doors opened. My 
grandmother’s favorite nurse was beside him. Their expressions were strained and 
anxious. “Mr. Wheeler,” the doctor said to my grandfather before we could step off the 
elevator, “May I see you over here, please?” His voice betrayed no hint of urgency, but 
something was amiss. The nurse swept over, put her arm around my shoulder forcefully 
and escorted me in the opposite direction. Her grasp intensified as we stepped towards an 
unknown area of the fourth floor. Where was she taking me? My grandmother’s room 
was the other way. What was the cause of this awkward moment? I tried to glance back 
over my shoulder to see where my grandfather was going with the doctor, but the nurse’s 
firm grasp and quick gait made any other movement impossible. 
There was nothing to worry about. I knew my grandmother was just fine. We 
spent hours together that very morning, and her spirits were higher than ever. After 
breakfast, as the same nurse was busy with her duties, my grandmother launched into a 
lively discussion about me.  
“Did I tell you that Smiley is a wonderful pianist,” my grandmother asked the 
nurse.  
“Yes, ma’am, Mrs. Wheeler,” the nurse gave me a knowing wink, “You sure 
did!”  
My grandmother’s dancing eyes never left my face. “He is my very best pupil!” 
She beamed with pride every time she looked my way. 
That led to even more questions and answers about music, and my grandmother 
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was delighted to oblige. She launched into another lengthy tale, recounting again her 
long life as a musician and music teacher. This particular nurse had cared for my 
grandmother for over a week, so she knew all her stories by heart.  
My grandmother began to rattle off the list of the many instruments that she had 
either mastered, taught, or both. “Piano, violin, organ, flute, voice . . . “she began.  
The nurse interrupted. “Voice,” She asked as she checked my grandmother’s IV 
tubes. “You never told me you were a singer, too! Oh, please sing something for me? 
Please?”  
“Oh, no. I couldn’t possibly.” Although my grandmother declined, I noticed that 
she quietly cleared her throat, readjusted her chin, and pulled her shoulders back in 
preparation for her first deep “singer’s” breath. I knew it was only a matter of time until 
she would launch into song, but etiquette demanded that a Victorian-era lady like her 
had to first respond with a few obligatory, polite yet utterly insincere refusals. The more 
she balked, the more pressing each request became. Finally, my grandmother feigned 
helplessness.  
“What on earth would I sing?” She shrugged with a coquettish smile and 
downward glance.  
I witnessed this same scene many times and had come to appreciate the finesse 
and skill with which my grandmother could manipulate an audience of any size. 
 The nurse had not considered the question of repertory, and struggled to think of 
a possible title. “Well, I don’t know…” 
Finishing her duties, she pushed back the enormous curtains from the hospital 
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window. Suddenly, the entire room was bathed in dazzling morning sunlight. My 
grandmother’s face was illuminated with her very own spotlight, a shaft of light that 
appeared to be sent down directly for her. Staring out the window at the endless, 
unobstructed Texas vista, the nurse casually sighed, “My goodness! What a beautiful 
mor— . . . “ 
  Before the nurse could even finish the final syllable, my beloved grandmother, 
sitting up in her hospital bed, an enormous smile filling her broad face, looked right at 
me and launched into full-throated song.  
“Oh, what a beautiful morning. Oh, what a beautiful day . . . “ 
Her voice, so familiar and comforting, easily filled the hospital room as she 
swayed gently back and forth to the waltz tempo. Her eyes began to fill with tears of joy, 
or so I thought. Her feet, covered by the pale white sheets and thin blankets of the 
hospital bed, were dancing in time with the melody. She was singing just for me. 
“I’ve got a wonderful feeling . . .” 
Had anyone ever been happier than my grandmother was at that very moment?  
“Everything’s going my way . . .”  
And did I ever love her more? 
“Smiley,” that same nurse now whispered softly into my ear, her grasp tightening 
around my shoulder as she forced me into a small room, “she’s gone.”  
Those two words, barely audible, resounded like a tectonic blast.  
My body went limp, my knees buckled. Time and space parted.  
I think I screamed, but I can’t recall; I might have collapsed in the hallway, but I 
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can’t remember that too well, either. 
What I do remember, with painful, inescapable clarity, was that even in the midst 
of that calamitous moment, the full realization that two words had just changed my life 
forever. 
“She’s gone.” 
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  1 
INTRODUCTION 
 
 “Music is the one favored art of God . . . The Devil hates music.”1 
 
I was raised by my maternal grandmother, Frances Louise Herron Wheeler. She 
was the most important and influential adult in my formative childhood years. The first 
twelve years of my life were filled with her unsolicited adoration and utterly unwarranted 
outpourings of love and praise. No trivial accomplishment was too small that it was not 
heralded as an unprecedented triumph, and no grievous failure was so great that it could 
not be utterly negated and dismissed with a wink. Any child, so obviously adored, would 
surely grow up to feel invincible.  
“God blessed you twice, Smiley,” she told me often, always calling me by the 
nickname she created. “If you want proof, just look around! The sky is blue and the grass 
is green, so those are obviously God’s favorite two colors. And when you were born, God 
gave you hazel eyes so you would have His two favorite colors! That’s how much God 
loves you!”  
My grandmother was also my first music teacher. Music was the glue that bound 
us together. The passage of a half-century has not dimmed the vivid memory of her hand 
gently adjusting mine on the keyboard or the scent of her Jean Nate perfume as she sat 
next to me for hours on end at her mahogany Chickering parlor grand piano. Time has 
also not stolen the clear memory of her heavy reliance on old issues of The Etude Music 
Magazine as the primary resource for my music education. We carefully studied the 
                                                          
1 Karl Merz, “The Sanctity of Music,” Etude IX, no. 3 (March 1891): 5–12. 
  2 
monthly music selections that were printed in the center of each issue. Together we 
admired, discussed, and sometimes even framed The Etude’s more elaborate covers for 
display in her music parlor. At night, instead of the usual children’s bedtime stories, my 
lullabies were taken from the children’s section in The Etude. I fell asleep to the sound of 
her soothing voice quietly reading the overly romanticized biographies of Mozart and 
Schubert.  
When my grandmother died almost 50 years ago, my adolescent heart was laid 
bare. My family desperately sought help from a parade of well-intentioned 
psychoanalysts who specialized in childhood trauma, which was all to no avail. I 
instinctively knew that the comfort they sought for me was to be found only at her piano, 
not on a therapist’s couch. To heal, I had to continue studying the music she loved so 
dearly. And, that meant that the hundreds of Etudes she left to me, impeccably organized 
by the year and stacked in rows and rows of wooden orange crates, held the key to 
assuaging my overwhelming grief. As the immediate pain abated, those same Etude 
magazines surely must have played a part in the adolescent reconstruction of my 
shattered identity. 
Today, that same Chickering stands proudly in my living room. I sit in the very 
spot once reserved for her, teaching my children and my students. On occasion,  
I reach for one of her old copies of The Etude when their timeless pedagogical rarities are 
needed. Sometimes, I casually open to a random page, hurriedly seeking out a specific 
selection, and then suddenly my grandmother is there: her handwriting, fingering 
notations, and pedal markings fill the pages and bring me back to the music parlor of a 
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long-since razed clapboard house in Goose Creek, Texas.2 Old feelings well up, and for a 
fleeting wisp of time, I am ten years old again, sitting with my cherished grandmother 
right next to me at this very same piano so many years before. We are studying the exact 
same piece, and we are laughing, smiling, and sometimes even singing together. And I 
am loved. Deeply and profoundly loved.  
Now well past 60 and grateful for a long, rewarding career as a professional 
music teacher, personal musings and introspections begin to surface. Is The Etude a 
character in my life story? Is the intense personal connection with my grandmother still 
alive today through her faded pencil marks on those ragged and worn pages of The Etude 
that are still stacked near her Chickering? And why do I ponder these questions now? 
Why suddenly wonder how much of my teaching is the direct result of the impact The 
Etude might have had on my grandmother, and subsequently on me?  
As is often the case, there are multiple reasons why those early reveries brought 
me to this examination, some personal, some professional, and in the confluence of those 
things might be something like the truth. Perhaps those questions sprang, at least in part, 
from very personal experience. I began seeing differently as a grown man when I met, 
fell in love with, and married a professional illustrator. For over thirty years, my Tom has 
trained my eye to look beneath the surface, both in art and in life. It was my Tom who 
first encouraged me to carefully study the illustrations in The Etude. And most 
importantly, it was my Tom who suggested that the thread with which I might unravel 
                                                          
2 Anton Rubinstein, “Russian Romance,” Etude XLIX, no. 7 (July 1931): 494. This selection includes 
my grandmother’s handwriting notations from our lessons together.  
  4 
some of my life’s mysteries could be hidden in plain sight. Tom’s trained eye for artistic 
detail constantly asks, “What else is there?” His search for what might be discovered 
beneath the surface extended well beyond “The Etude” Educational Cartoons of 1910 
and soon became a recurring metaphor in my research.  
As a result of Tom’s ongoing challenge to always look for more, I learned that my 
research is not interdisciplinary, but rather transdisciplinary because The Etude presented 
a facade of gentility that hid a ruthless capitalist enterprise.3 That realization led me to 
question the impact of commercial illustration that was specifically targeted to private 
music teachers and wonder why that particular genre remains untheorized. American 
commercial illustration has demonstrated time and again its ability to sell cars, elect or 
topple politicians, and form individual and societal identity.4 Yet nowhere in academic 
research has the private music teacher and their relationship with the commercial 
illustration meant for them been examined. 
As a music iconographer, I came upon another odd discovery. My chosen 
discipline, a relatively young and narrowly defined extension of art history, has not yet 
expanded into the genre of American commercial illustration. This realization came to 
                                                          
3 Interdisciplinary research identifies “the interaction among two or more different disciplines,” while 
transdisciplinary research establishes “a common system of axioms for a set of disciplines,” (pp. 366-
367) Catherine Manathunga, Paul Lant, and George Mellick, “Imagining an Interdisciplinary Doctoral 
Pedagogy,” Teaching in Higher Education 11, no. 3 (July 2006): 365–79, 
https://doi.org/10.1080/13562510600680954; Ann Buckley, “Music Iconography and the Semiotics of 
Visual Representation,” Music in Art: International Journal for Music Iconography 23, no. 1/2 
(1998): 5–10. 
4 Linda E. Smeins, Building an American Identity: Pattern Book Homes and Communities, 1870-1900 
(Walnut Creek, CA: AltaMira Press, 1999); Daniel Delis Hill, Advertising to the American Woman, 
1900-1999 (Ohio State University Press, 2002); Margaret A. Lowe, Looking Good: College Women 
and Body Image, 1875-1930 (JHU Press, 2003); Richard Leppert, Music and Image: Domesticity, 
Ideology and Socio-Cultural Formation in Eighteenth-Century England (CUP Archive, 1993). 
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me, in part, by the enthusiastic welcome with which my research has been published and 
received. The community of music iconography scholars seem eager to learn what visual 
treasures from American commercial illustration might await analysis.5  
What follows, therefore, is not a giant unraveling of multiple threads all 
connected to the same center as I expected to find, but, rather, a weaving together of 
various academic, artistic, social, and political strands, spanning more than a century, 
seemingly divergent in focus, yet combining to create one tapestry. As a result, I  
finally grasp the meaning of the words of Tennessee Williams: “Snatching the eternal out 
of the desperately fleeting is the great magic trick of human existence.”6 
  
                                                          
5 William Keith Heimann, “The Road to Success:  ‘The Long Glorious Grind,’” Music in Art: 
International Journal for Music Iconography XLIII, no. 1–2 (2018): 11–23; William Keith Heimann, 
“Artertainment, Puzzles, and a Whodunit:  Culture and Commerce in The Mystery of ‘The Master 
Puzzler,’” in The Art of Artertainment:  Nobrow, American Style, ed. Peter Swirski and Tero Eljas 
Vanhanen (Verson Press, 2018), 111–34; William Keith Heimann, “This Is War!:  Musical Images 
Used as Propaganda in The Etude Music Magazine,” Music in Art: International Journal for Music 
Iconography XLI, no. 102 (Spring-Fall 2016): 141–61.  {{ADD:  "The Road to Success"}} 
6 Tennessee Williams, The Timeless World of Play:  The Rose Tattoo. (New York: Dramatists Play 
Services, 1951.) 
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Research Problems 
 
“No cure can be effected until the cause of a trouble is accurately determined.”7 
 
Research Problem:  Music Education. 
The discourse published in The Etude Music Magazine (1883-1957) included the 
earliest examples of mass media commercial illustration that specifically targeted private, 
predominantly female music teachers in the United States, with the sole intention of 
forming, molding, and controlling their personal and professional identity. Despite its 
exponential growth, the power and influence of commercial illustration on private music 
teacher identity remains unexamined.8 
 
Research Problem:  Music Iconography.    
American commercial illustration struggles to achieve recognition by art critics 
and scholars.9 As a result of this institutionalized exclusion, the potential efficacy of 
                                                          
7 Theodore Presser, “Musical Faults Americans Must Correct,” Etude, Editorial, XXVIII, no. 4 (April 
1910): 223. 
8 “Research in music teaching and learning has not focused attention on the most common form of 
music study -- the private music lesson. In spite of all that we know about music teaching and 
learning, the applied studio's instructional processes are often ignored by research, which generally 
emphasizes group music instruction” (pp. 3-4), Manny Brand, “Voodoo and the Applied Music 
Studio,” Visions of Research in Music Education 16, no. 2 (1992): 3–4. 
9 “To many connoisseurs of art this involvement of illustration with story content precludes it from the 
elect category of the so-called fine arts and relegates it to a lower level, sometimes misnamed the 
“minor” arts. The arguments over the basic concepts of major and minor, fine and applied arts, are old 
indeed, just as the spirited discussions over the relative merits of pure and program music in literary 
circles and the recent controversy over the abstract and the realistic in contemporary poetry” (p. 3), 
Otto F. Ege, “Illustration as a Fine Art,” College Art Journal 9, no. 1 (1949): 3–11, 
https://doi.org/10.2307/773076; Michele H. Bogart, “Artistic Ideals and Commercial Practices: The 
Problem of Status for American Illustrators,” Prospects 15 (October 1990): 225–81, 
https://doi.org/10.1017/S0361233300005913. 
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American commercial illustration to shape and control personal and societal identities 
remains unexamined. This dissertation, with its exceptionally narrow scope (private 
music teacher identity) taken from one equally specific source (“The Etude” Educational 
Cartoons), is an appropriate first foray for music iconographers to begin an exploration of 
American commercial illustration.   
For clarification of the research problem, I modeled this study closely on the work 
of Lutz and Collins.10 Their research into the images published in the National 
Geographic will be discussed in detail in the upcoming Literature Review. Lutz and 
Collins defined their research problem in terms of power, production, and audiencing: 
“Those who control the means of mass representation have the means to create powerful 
constraints and paradigms for both the photograph’s subject and its audience.”11 This 
research modeled Lutz and Collins’s study to explore similar themes of power and 
questions regarding the formation of identity. 
Lutz and Collins were concerned with how imagery was used to establish cultural 
hegemony, as defined by Antonio Gramsci.12 Furthermore, they were interested in how 
that hegemony, once established, was reinforced by “photographic rhetoric”13 that was 
                                                          
10 Catherine A. Lutz and Jane L. Collins, Reading National Geographic, (Chicago: University Of 
Chicago Press, 1993). 
11 Ibid., p. 153. Lutz and Collins 
12 “This study takes as a starting point the Gramscian notion that hegemony is not so much a structure 
as a process,” (p. 11). Lutz and Collins, Reading National Geographic. See Antonio Gramsci, 
Selections from the Prison Notebooks, ed. Quintin Hoare and Geoffrey Nowell Smith (New York: 
International Publishers Co, 1971). 
13 Although “photographic rhetoric” remains a disputed theory, Lutz & Collins, used the term to place 
the ultimate responsibility of an image’s authenticity with the audience and not the producer. 
“Ultimately, the evaluation (of the contents of each image) should be based not on the intentions of 
the magazine’s makers but on the consequences of its photographic rhetoric.  In what ways do these 
photos change or reinforce ideas about others held by their readers? How might these photos influence 
the practices of readers ... as consumers of products...?” Other scholars question the assumption that 
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consistently presented to a demographically defined magazine subscriber. Finally, their 
study sought to discover whether the changes that were found in similar-themed imagery 
over an extended period of time reflected modifications in the culture or a change in 
editorial policies. 
The research problems defined for this study were further refined by the work of 
Kitch and Banta,14 both the subject of upcoming discussions. They focused on images of 
the idealized female type in mass media. This dissertation was likewise based upon the 
recognition of a similar problem: the identity of private music teachers, who were 
predominantly female, as presented in The Etude may have been formed as a result of 
their interaction with the magazine’s discourse, including the illustrations published 
therein. 
. 
  
                                                          
any image is authentic. “We never encounter a literal image in a pure state,” Roland Barthes, 
“Rhétorique de l’image,” trans. Antonio Baldassarre, Communications 4, no. 1 (1964): p. 45; For 
Mitchell, “the term ‘genuine’ image is an ideological phantasm,” W. J. T. Mitchell, Image Science: 
Iconology, Visual Culture, and Media Aesthetics (Chicago: University of Chicago Press, 2015), p. 53; 
Rose is far more blunt:  “Visual imagery is never innocent,” Visual Methodologies: An Introduction to 
the Interpretation of Visual Materials (London: Sage, 2012).  {{ADD:  Page number}} 
14 Martha Banta, Imaging American Women: Idea and Ideals in Cultural History (New York: 
Columbia University Press, 1989); Carolyn Kitch, “Destructive Women and Little Men: Masculinity, 
the New Woman, and Power in 1910s Popular Media,” Journal of Magazine and New Media 
Research 1, no. 1 (1999); Carolyn Kitch, The Girl on the Magazine Cover: The Origins of Visual 
Stereotypes in American Mass Media (Chapel Hill, NC: University of North Carolina, 2001), p. 17; 
and, later, “nothing is ever just visual” ibid, p. 133. 
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Rationale 
 
When Edwin John Prittie knocked on the doors of the Theodore Presser 
corporation in 1910, The Etude Music Magazine was only one of the approximately 3,000 
various newspapers and magazines published that year in the United States.15 That same 
year, Frankie glanced across roughly 5,000 commercial images, scattered throughout The 
Etude and other similar publications.16  
One hundred years later, her great granddaughters, Marie and Grace, are 
bombarded by 5,000 commercial images per day—by the most conservative estimates.17 
Other estimates that include product branding and product placement almost double that 
number.18 The ubiquitous presence of commercial imagery continues to grow at a 
staggering rate.  
Billions of research dollars are spent every year to track the habits of buyers in the 
marketplace. Commercial images both lead and follow those findings.  Mountains of 
research, both scholarly and economic, trace past trends and predict future fads, all in an 
effort to mold identity. As a result, those 5,000 commercial images with which we 
interact every day are created as a result of meticulous and increasingly sophisticated 
scrutiny.   
                                                          
15 Frank Luther Mott, A History of American Magazines, 5 vols. (Harvard University Press, 1938); 
Steven Heller, All-American Ads of 1900-1919, ed. Jim Heimann (Cologne, German: Taschen, 2005). 
16 Mott, A History of American Magazines; Heller, All-American Ads of 1900-1919. 
17 Joshua Saxon, “Why Your Customers’ Attention Is the Scarcest Resource in 2017,” American 
Marketing Association;  IE School of Human Sciences & Technology, 2017, 
https://www.ama.org/partners/content/Pages/why-customers-attention-scarcest-resources-2017.aspx. 
18 Oksana Tunikova, “How Many Ads Do You Actually See Daily? | StopAd,” StopAd Blog: Practical 
Content and Insights, Not Just about Ads (blog), April 6, 2018, https://stopad.io/blog/ads-seen-daily. 
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The deluge of those commercial illustrations are present in music education trade 
journals and websites. However, despite the conclusive research that explores the power 
of commercial imagery in the marketplace,19 no parallel research exists that specifically 
analyzes the impact of commercial illustrations on the identity of the private music 
teachers. This study seeks to specifically focus on the impact of commercial imagery that 
is directed to private music teacher identity. Further, if the identity of the private music 
teacher can be manipulated by the content of commercial imagery, can that same 
influence extend to the selection of repertoire, curriculum decisions, or even larger 
pedagogical philosophies? 
To exacerbate the urgency of future research in this field, we must consider the 
recent phenomenon of “Data Mining,” or, “Psychographics.”20 Our online lives are 
flagged with such specificity that when we click on a musical or pedagogical site, 
commercial images, tailor made for our interests, follow us for weeks and even months as 
our personality profiles are constructed.21 Therefore, the rationale for this research into 
the impact of commercial images on private music identity has never been greater.  
                                                          
19 Douglas B. Ward, “Capitalism, Early Market Research, and the Creation of the American 
Consumer,” Journal of Historical Research in Marketing 1, no. 2 (July 10, 2009): 200–223, 
https://doi.org/10.1108/17557500910974587; Ellen Gruber Garvey, The Adman in the Parlor: 
Magazines and the Gendering of Consumer Culture, 1880s to 1910s (Oxford University Press, 1996); 
Helen Damon-Moore, Magazines for the Millions:  Gender and Commerce in the Ladies’ Home 
Journal and the Saturday Evening Post (Albany, NY: State University Press of New York, 1994). 
20 Sue Halpern, “Cambridge Analytica and the Perils of Psychographics,” The New Yorker, March 30, 
2018, https://www.newyorker.com/news/news-desk/cambridge-analytica-and-the-perils-of-
psychographics. 
21 Richard J. Roiger, Data Mining: A Tutorial-Based Primer, Second Edition (Chapman and 
Hall/CRC, 2017), https://doi.org/10.1201/9781315382586; Phillip Bump, “Everything You Need to 
Know about the Cambridge Analytica-Facebook Debacle,” The Washington Post, March 19, 2018, 
https://www.washingtonpost.com/news/politics/wp/2018/03/19/everything-you-need-to-know-about-
the-cambridge-analytica-facebook-debacle/?utm_term=.8b72504239a9. 
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This research dovetails into Lutz and Collins’s rationale, problem, and questions. 
The rationale for this research originated from a similar perspective that acknowledges 
the role played by images in the construction and definition of the other. The research 
problems in this dissertation share Lutz and Collins’s focus on issues of power and 
identity as established in mass media’s use of imagery.  
Lutz and Collins’s research used a similar theoretical model as the one posited for 
this research. Rose noted that the codes identified by Lutz and Collins were derived from 
the “theorized connection between the image and the broader cultural context in which its 
meaning is made.”22 This dissertation modeled Lutz and Collins’s research design in 
order to achieve similar outcomes within the domain of music education. 
This research expanded upon Lutz and Collins’s findings. Their research 
concluded that the consistent publication of similar images, each reinforcing the same 
social and cultural pattern, directly affect the reader’s beliefs and perceptions about the 
represented people or groups of people. In this research, the use of similar questions, 
problems, and approaches was applied to issues in the culture of music education.  
Barone and Eisner established a specific rationale for academic research focused 
in the arts. They point to the unique ability of the arts to bridge divisional boundaries of 
the qualitative vs. quantitative—the feeling vs. the thought—as providing the potential 
for “an important public service that may be otherwise unavailable.”23 Finally, the 
                                                          
22 Rose, Visual Methodologies: An Introduction to the Interpretation of Visual Materials, p. 91. 
23 “A better reason for doing arts-based research may be this: to the extent that an arts-based research 
project effectively employs aesthetic dimensions in both its inquiry and representational phases, to the 
extent the work may provide an important public service that may be otherwise unavailable. Works of 
arts-based research may, that is, be useful in unique ways.” Tom Barone and Elliot W. Eisner, Arts 
Based Research (Los Angeles: SAGE Publications, Inc, 2011), p. 13. 
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rationale for this research was derived from the need to address ongoing issues of private 
music teacher identity, power inequities, and societal expectations.  
As with any research, I have written this dissertation with specific readers in 
mind. The readers most likely to benefit from this research are the same group targeted 
by the producers of the commercial imagery: the private music teacher. From this 
research, I hope she will the gain skills necessary to recognize manipulative components 
in commercial illustration, and thereby avoid the sophistic snares of manipulative 
marketing. In so doing, her authentic identity can emerge and her unique voice 
strengthen.   
Second, I hope the research presented here will serve to further the presence of 
American commercial illustration in music iconography. Beyond the illustrations in The 
Etude, a virtual mountain of sheet music covers, created during the “Golden Age of 
Illustration” and brimming with iconographical detail, await scholarly analysis and public 
appreciation.   
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LITERATURE REVIEW 
Introduction 
 
Multiple studies have examined the ability of mass media to influence individual 
identity as well as the direction of the larger culture.24 Kitch25 and Banta26 examined 
mass media’s ability to define an ideal type, particularly regarding female readers. 
Research into specific media outlets sought to discover if editorial biases and agendas 
might influence the selection of discourse.27 This chapter examines the existing research 
to explore how the manifestation of that bias, with a specific focus on the identity of 
music teachers in the United States in the early 20th Century through mass media 
publications, has been heretofore understood.  
This literature review will examine studies into other publications closely related 
to The Etude in tone and readership to explore the possibility for research modeling 
(Reading National Geographic by Catherine A. Lutz and Jane L. Collins). It will also 
examine previous research regarding the creation of identity through mass media 
                                                          
24 Catherine A. Lutz and Jane L. Collins, Reading National Geographic, First (Chicago: University Of 
Chicago Press, 1993); Judith Williamson, Decoding Advertisements (London: Marion Boyars 
Publishers Ltd, 1994). 
25 Carolyn Kitch, “Destructive Women and Little Men: Masculinity, the New Woman, and Power in 
1910s Popular Media,” Journal of Magazine and New Media Research 1, no. 1 (1999); Carolyn Kitch, 
The Girl on the Magazine Cover: The Origins of Visual Stereotypes in American Mass Media (Chapel 
Hill, NC: University of North Carolina, 2001). 
26 Martha Banta, Imaging American Women: Idea and Ideals in Cultural History (New York: 
Columbia University Press, 1989). 
27 Steven Heller, All-American Ads of 1900-1919, ed. Jim Heimann (Cologne, German: Taschen, 
2005); Travis Suttle Rivers, The Etude Magazine: Mirror of the Genteel Tradition in American Music 
(Iowa City, Iowa: University of Iowa, 1974); Helen Damon-Moore, Magazines for the Millions:  
Gender and Commerce in the Ladies’ Home Journal and the Saturday Evening Post (Albany, NY: 
State University Press of New York, 1994). 
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commercial illustration to determine if private music teacher identity might have been the 
result of similar construct (The Girl on the Magazine Cover: The Origins of Visual 
Stereotypes in American Mass Media by Carolyn Kitch).    
Ultimately, each selection in this literature review was chosen because of similar 
explorations of the implications and interplay of issues related to identity, power, and 
type. As such, each of the following applied to research focused on the identity of private, 
predominantly female music teachers as found in The Etude Music Magazine. 
  
  15 
Identity 
 
A majority of researchers concur that identity is both “crucial to living with others 
across the complex boundaries of difference” as well as “foundational to social life.”28 
Consensus builders establish that identity is a structuralist concept, fluid in description, 
and “individually storied” in construct.29 At that point, however, a definition of identity in 
research remains indeterminate. It is beyond the purview or interest of this research to 
seek further clarity on the definition. For the purposes of this study, Fearon’s observation 
that identity is “a set of attributes, beliefs, desires, or principles of action that a person 
thinks distinguish her in socially relevant ways”30 provides a workable definition. 
The literature review has revealed a pressing issue in the search for a definition of 
identity has been discovered. Missing from an otherwise enormous body of research on 
teacher identity in general is almost any specific examination of the identity of private 
music teachers. The vast majority of existing music teacher identity research has assumed 
that a teacher who maintains a private studio must do so as a supplemental source of 
income, second to a “day job” as a music teacher in a school, university, or conservatory. 
As a result, the identity issues specific to private music teachers remains untheorized. 
That community of private music teachers might struggle with identity issues that are no 
                                                          
28 Paul James, “Despite the Terrors of Typologies: The Importance of Understanding Categories of 
Difference and Identity,” Interventions: International Journal of Postcolonial Studies, 2015, 
https://www.academia.edu/11768378/ Despite the Terrors of Typologies The Importance of 
Understanding Categories of Difference and Identity 2015. 
29 Susan Wharton Conkling, “Music Teacher Practice and Identity in Professional Development 
Partnerships,” Boston University OpenBU; School of Music 3, no. 3 (2004): 16, p. 3. 
30 James D Fearon, “What Is Identity (As We Now Use The Word)?” Open Journal of Leadership 3, 
no. 4 (2014): 45, p. 191. 
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less complex and deserving of attention than their classroom counterparts. 
Their absence is conspicuous in all strata of an otherwise exceptionally diverse 
and well argued body of contemporary research that examines peripheral issues indirectly 
related to teacher identity. That research spans multiple educational disciplines found in a 
large variety of educational environments. Darder and Baltodano (2003), for example, 
established that the creation of teacher identity in general is the result of social construct, 
built upon preexisting pedagogical practices.31  
Other research more specifically examines the identity of music education majors 
as they matriculate through undergraduate, graduate, and pre-service training with the 
intention of joining the music faculty of a K–12 institution.32 As their formal training 
ends, another, equally expansive body of research has examined the unique identity 
issues appearing during the transition from education majors into leaders in the 
classroom.33 Once settled in their careers, even more studies have addressed identity 
issues specific to the music teacher in public and private institutions,34 including the 
duality of the individual as a performer and an educator,35 the identity of music teachers 
                                                          
31 Antonia Darder and Marta Baltodano, The Critical Pedagogy Reader (Psychology Press, 2003), p. 
82. 
32 Hildegard Froehlich and DiAnn L’Roy, “An Investigation of Occupancy Identity in Undergraduate 
Music Education Majors,” Bulletin of the Council for Research in Music Education, no. 85 (1985): 
65–75; See also Susan Wharton Conkling, “Music Teacher Practice and Identity in Professional 
Development Partnerships,” Boston University OpenBU; School of Music 3, no. 3 (2004): 16. 
33 Dawn Joseph and Marina Heading, “Putting Theory into Practice: Moving from Student Identity to 
Teacher Identity,” Australian Journal of Teacher Education 35, no. 3 (May 2010): 75-87; Kathryn 
Roulston, Roy Legette, and Sarah Trotman Womack, “Beginning Music Teachers’ Perceptions of the 
Transition from University to Teaching in Schools,” Music Education Research 7, no. 1 (March 1, 
2005): 59-82, https://doi.org/10.1080/14613800500042141. 
34 Robert D. Gardner, “Should I Stay or Should I Go? Factors That Influence the Retention, Turnover, 
and Attrition of K–12 Music Teachers in the United States,” Arts Education Policy Review 111, no. 3 
(April 16, 2010): 112-21, https://doi.org/10.1080/10632910903458896. 
35 Kristen Pellegrino, “Connections Between Performer and Teacher Identities in Music Teachers: 
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as a part of the larger school environment, and in the community in which they serve, 
both urban36 and rural.37 
Music teachers who hold private lessons within educational institutions, such as 
conservatory settings, have been studied to examine their various issues of identity.38 
Those studies, however, identify the music teacher as one member of a larger faculty and 
therefore an agent of their educational institution. That faculty member, who teaches 
private music lessons as one part of a predefined curriculum, is beholden to their 
employer, who, by the nature of the institutional power structure, grants promotions, 
drives research, and determines canon.  
The literature examining the unique issue of private music teacher identity is even 
more sparse than the research that studies music teachers working in educational 
institutions. The private music teacher, whose focus is first and foremost music-centric, 
works as an independent contractor with a primary allegiance to the individual student. In 
the few examples of private music teacher identity research, identity is consigned to the 
conditional satisfaction and success of the individual student and the parents of the 
student, a wobbly ignis fatuus, subject to the whims of unpredictable and uncontrollable 
                                                          
Setting an Agenda for Research,” Journal of Music Teacher Education 19, no. 1 (October 1, 2009): 
39–55, https://doi.org/10.1177/1057083709343908; Janet Mills, “Working in Music: Becoming a 
Performer-Teacher,” Music Education Research 6, no. 3 (November 1, 2004): 245-61, 
https://doi.org/10.1080/1461380042000281712. 
36 Edwin E. Gordon, “Developmental Music Aptitudes among Inner-City Primary Children,” Bulletin 
of the Council for Research in Music Education, no. 63 (1980): 25-30. 
37 Vincent C. Bates, “Preparing Rural Music Teachers: Reflecting on ‘Shared Visions,’” Journal of 
Music Teacher Education 20, no. 2 (April 1, 2011): 89-98, 
https://doi.org/10.1177/1057083710377722. 
38 Gemma Carey et al., “One-to-One Pedagogy: Developing a Protocol for Illuminating the Nature of 
Teaching in the Conservatoire,” International Journal of Music Education 31, no. 2 (May 1, 2013): 
148–59, https://doi.org/10.1177/0255761413483077. 
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outside forces.  
Pinet (1992) found that the identity of a private music teacher depends upon that 
teacher’s ability to successfully reconcile the individual expectations of each student 
versus the reality of that student’s technical abilities. Only then can the teacher establish 
their own identity and successfully build a successful private music studio.39 Therefore, a 
sound rationale for the inclusion of Pinet’s study here is tenuous. She concludes that the 
private music teacher’s identity is almost exclusively built upon the displayed satisfaction 
level of the student, an “outside-in” approach that might minimize the teacher’s 
independence and foreground the impact of other extraneous forces.40 Although Pinet 
also interrogates the teacher’s relationship with the student and the student’s family, she 
does not consider the influence of mass media commercial imagery, which is a focus of 
this dissertation. 
Similar to Pinet’s interest in the teacher-student relationship, Bruscia (1989) 
determined that the private music teacher’s identity is the result of adherence to a clearly 
established set of professional behaviors that are shared between the teacher and the 
student.41 However, Bruscia ultimately charges the teacher with “spotting trouble signs 
and for taking steps to correct problems as they arise.”42 Like Pinet, Bruscia’s findings 
                                                          
39 Pinet quotes from a 1951 article in The Etude:“By expecting the best, we create and set up a 
‘positive intent’ that good things will happen, that we will succeed”(p. 45). Pinet C. Michele, “The 
Adult Student Population in the Private Music Studio,” The American Harp Journal 25, no. 3 (2016),  
p. 47. 
40 “When the student enjoys the process, and finds contentment in personal growth and achievement, 
the teacher has succeeded.” Pinet C. Michele, “The Adult Student Population in the Private Music 
Studio,” The American Harp Journal 25, no. 3 (2016), p. 47. 
41 Kenneth Bruscia, “Building Effective Student-Teacher Relationships In The Private Music Studio,” 
American Music Teacher 39, no. 2 (November 1989), p. 13. 
42 Ibid. 
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are close to the research problems and questions employed in this dissertation, but the 
match is far from exact. 
Kennel and Marks (1992) indirectly examined private music teacher identity.43 
Like Pinet and Bruscia, Kennel and Marks’s work is one of the few examples of 
contemporary research that somewhat approximates this study. Kennel and Marks link 
the identity of private music teachers directly to motivational techniques associated with 
Vygotsky’s “joint problem-solving context,” or, in more contemporary parlance, the 
“scaffolding” technique.44  
Kennel and Marks defined the identity of private music teachers not as 
independent individuals, but rather as “shadchens, matchmakers, who constantly match 
appropriate musical tasks to specific students. They match encouragement and rewards to 
the student’s developmental level. They change their intensity, mood and teaching style 
to meet the moment-to-moment needs of the student. Whenever we question the 
performance of a student in the music lesson, therefore, we must also consider the 
participation and contributions of the teacher.”45 
The connection between student motivation and private music teacher identity 
permeates other studies to the point that the two concepts become almost synonymous.46 
                                                          
43 Richard Kennell and Virginia Marks, “Student Motivation In The Applied Studio,” American Music 
Teacher 41, no. 6 (July 1992): 26–29. 
44 Scaffolding is a metaphor used by Jerome Bruner and others inspired by Vygotsky's zone of 
proximal development. “A scaffold is a temporary structure. It is used to reach something beyond 
your current reach or capabilities. When it is no longer needed, it is dismantled and removed.” (pp. 
26-27). Richard Kennell and Virginia Marks, “Student Motivation In The Applied Studio,” American 
Music Teacher 41, no. 6 (July 1992): 26–29. 
45 Richard Kennell and Virginia Marks, “Student Motivation In The Applied Studio,” American Music 
Teacher 41, no. 6 (July 1992), p. 28. 
46 Chad West, “Motivating Music Students: A Review of the Literature,” National Association for 
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McHugh (2016) argues that the teacher’s identity is not only linked to student motivation, 
but also to the student’s “psychological well-being.”47 As a result, the private music 
teacher’s identity hinges almost exclusively the student’s satisfaction and fails to consider 
other factors that might contribute to the private music teacher’s identity, including but 
not limited to the influence of mass media and commercial imagery. 
Tellingly, both Pinet and Bruscia cited articles published in The Etude to augment 
their research. As will be explored in “Findings” at the conclusion of this dissertation, 
The Etude, even with its florid prose, its démodé social, racial, and political discourse, 
and in spite of its occasional absence of academic rigor, examined issues of private music 
teacher identity with far more frequency, specificity, and clarity than can be found in 
most contemporary research. 
The literature review found that the majority of other research focusing on private 
music teachers avoid issues of identity altogether. That body of research provides 
practical advice on matters of private teacher income,48 scheduling,49 verbal and 
nonverbal50 communication between the teacher and the student, and marketing 
techniques.51     
                                                          
Music Education 31, no. 2 (2013): 11–19; Jo Clemmons, “The Private Studio: Rapport and Motivation 
in the Applied Studio,” Journal of Singing:  The Official Journal of the National Association of 
Teachers of Singing 63, no. 2 (2006): 205–10. 
47 Allison McHugh, “Motivational Needs in the Private Music Studio,” Canadian Music Educator 58, 
no. 1 (2016), p. 26. 
48 Alan Massie, “Studio/Private Music Teacher,” Music Educators Journal 63, no. 7 (1977): 134–35, 
https://doi.org/10.2307/3395239. 
49 Mary F. Mobley and Thomas D. Tolleson, “Marketing Strategies for the Private Music Teacher,” 
American Music Teacher 36, no. 2 (1986): 54–55. 
50 Susan Jane Levasseur, “Nonverbal Communication in the Applied Voice Studio” (Columbia 
University Teachers College, 1994). 
51 Angela Ester, David Batchelor, and Janet Lopinski, “Building Private Music Education: The 
Journey Continues and The Year Ahead in Your Studio: A Teacher’s Guide to Planning for Success,” 
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This study seeks to fill a demonstrable vacuum in the literature, particularly 
research that specifically examines the identity of private music teachers working as 
independent contractors outside the confines of an educational institution. This 
dissertation will examine that neglected group of private music teachers with the goal of 
founding a body of academic research that will address their unique identity issues and 
provide a springboard for future scholarship and continued consideration. 
  
                                                          
Journal of Singing - The Official Journal of the National Association of Teachers of Singing; 
Jacksonville, Fla. 70, no. 4 (2014, March-April): 465–69. 
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US Civil War and Reconstruction 
 
The American Civil War (1861–1865) claimed over a million civilian and 
military lives.52 The nation’s infrastructure was utterly decimated, but a beloved president 
promised to rebuild the country “with malice towards none.”53 His dreams were replaced 
by brutal reality: Lincoln’s successor, Andrew Johnson, was an unapologetic racist, hell-
bent on revenge.54 In spite of a vindictive president, and with battlefields from 
Gettysburg to Atlanta still smoldering, the American people began the long, grueling task 
of rebuilding their shattered country. This new era of Reconstruction was notable for its 
sporadic economic growth, occasional outbreaks of violence, and fleeting glimpses of 
social progress.55 
In the midst of those tumultuous times, satirized by Mark Twain (1835–1910) as 
“The Gilded Age,”56 Theodore Presser published the first issue of The Etude in 
                                                          
52 Michael C. C. Adams, Living Hell: The Dark Side of the Civil War, First (Baltimore: Johns Hopkins 
University Press, 2014). Adams examines the “grimmer realities… the dark side” of the war. It 
therefore argues for a higher fatality rate than most historical accounts. 
53 “In the decades after the Civil War, promoters of sectional reconciliation sought to rechannel the 
millennial energies of the song into imperial projects…” (p. 12). John Stauffer and Benjamin Soskis, 
The Battle Hymn of the Republic: A Biography of the Song That Marches On (New York: Oxford 
University Press, 2013).  
54 Brooks D. Simpson, The Reconstruction Presidents (Lawrence: University Press of Kansas, 1998); 
Eric L. McKitrick, Andrew Johnson and Reconstruction (Oxford University Press, 1988). (Historians 
agree on the vindictive motivation of Johnson’s policies. There is not a consensus on the severity or 
application.)  
55 “Several factors have combined to retard (musical progress) in the South-land, probably the most 
important one being the desolation that followed the Civil War, which made the study of music (and, 
indeed, of all the fine arts) a luxury not to be considered except by the favored few. To this 
disadvantage of environment may be added the natural temperament of the Southern people, which 
inclines to melody, pure and simple, rather than to polyphonic forms.” E.L. Ashford, “Development of 
Music in the South During the Past Twenty Years,” Etude XIX, no. 7 (July 1901): 251. 
56 Mark Twain and Charles Dudley Warner, The Gilded Age: A Tale of Today (Albany, NY: American 
Publishing Company, 1873). The final decades of the 19th Century were marked by extreme excess 
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Lynchburg, Virginia, in October 1883.57 Six months later and 1,200 miles away, my 
grandmother, Frances, was born in Humble, Texas, a rural outpost of Houston. Before the 
war, Lynchburg and Humble had more in common than their respective geographic 
placement might suggest. Both cities escaped the worst horrors of the war, but for very 
different reasons.  
Lynchburg, with its pivotal railroad crossroads, served the Confederate troops 
during the war. As such, it was well fortified and managed to avoid some of the war’s 
worst bloodshed. Before the Confederates fired the first shots from Charleston across the 
bay to Fort Sumter,58 the majority of Americans were, like generations of Frances’s 
family, agrarian workers. The rich soil of southeast Texas was sandy clay, fertile ground 
for rice and cotton. That bounty, in turn, then found eager buyers in local markets and in 
nearby port cities like Galveston. Those who were not actively tending the soil provided 
support in terms of merchandise and transportation. The great oil boom that would one 
day give Texas its global identity and make a profound impact on my ancestors remained 
decades in the future. 
The citizens and merchants of Texas had reason for optimism as the twentieth 
century neared. During the war, most of Texas avoided major battles because of its 
geographical distance from the east coast. Humble, tucked away among the towering pine 
                                                          
and accumulated wealth juxtaposed with dire poverty and abject want. The American middle class 
grew in the resulting vacuum. The Gilded Age will be subject of an upcoming discussion.  
57 John Tebbel and Mary Ellen Zuckerman, The Magazine in America, 1741-1990 (New York: Oxford 
University Press, 1991); James Francis Cooke, “A Chronological History of The Etude Music 
Magazine and the Theo. Presser Company,” Etude XLI, no. 10 (October 1923): 657; James Francis 
Cooke, “Just a Little Different,” Etude, Editorial, LXII, no. 2 (February 1943): 75. 
58 Shelby Foote, The Civil War, Vintage Books Ed (New York: Vintage, 1986). 
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trees of “The Big Thicket,” remained virtually unscathed. Therefore, the Reconstruction 
Era was virtually unnecessary for Humble, and with the exception of a sizeable boom in 
population, the agony of the war and its aftermath were distant stories.59 
For the citizens of Virginia, however, the reality was quite different. As General 
Robert E. Lee (1807–1870) and General Ulysses S. Grant (1822–1885) rode off in 
separate directions from the Appomattox Court House on April 7, 1865, destruction was 
all around.60 Emotionally beleaguered and physically wounded, the veterans limped home 
to find that their once rich farming soil was nothing more than trampled fields, and their 
homes and barns razed by General William Tecumseh Sherman’s (1820–1891) vengeful 
Union armies.61 
During Reconstruction, Lynchburg remained an important transportation hub for 
the new South.62 The 1880s, however, were also a period of economic and political strife 
in Lynchburg. Labor strikes and political maneuverings stymied the area’s potential.63 
                                                          
59 Edgar P. Sneed, “A Historiography of Reconstruction in Texas: Some Myths and Problems,” The 
Southwestern Historical Quarterly 72, no. 4 (1969): 435–48. 
60 MacKinlay Kantor, Lee and Grant at Appomattox (New York: Sterling, 2007). General Robert E. 
Lee, an American general and the Commander of the Confederate Army in the Civil War, surrendered 
to Commanding General Ulysses S. Grant in a parlor in the Appomattox Court House on April 9, 
1865, thereby formally ending the war. The memory of General Lee remains a strong presence in 
Goose Creek, Texas, where I attended both Robert E. Lee High School and Lee Junior College. As a 
French Horn player in the high school marching band, I participated in crowd-pleasing arrangements 
of the “Dixie Fight Song” at sporting events as the flag of the Confederacy waved proudly over the 
stadium. The art historian Aby Warburg (1866-1929) was the first iconographer who “treated images 
... as carriers of memory.” Warburg, Panofsky’s predecessor, mentor, and colleague considered 
“cultural objectivations” (such as my participation in Confederate culture) to be a part of “image 
memory” (Bildgedächtnis). See Jan Assmann, Communicative and Cultural Memory, pp. 109-110.) 
61 Noah Andre Trudeau, Southern Storm: Sherman’s March to the Sea (New York: Harper Perennial, 
2009). The lingering hatred of General Sherman remained so intense that my Grandmother refused to 
enter the hospital that bore his name when her first grandchild was born in 1950. 
62 John Hope Franklin, Reconstruction After the Civil War, (University of Chicago Press, 1994). 
63 Bethany L. White, “The Impact of Lynchburg Virginia Upon The Confederacy During The Civil 
War,” 2014, http://digitalcommons.apus.edu/cgi/viewcontent.cgi?article=1095&context=theses. 
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Those seeking to create new business ventures, or, as in the case of Theodore Presser’s 
new magazine, to expand existing enterprises, began to seek out more hospitable 
surroundings.64 
The future, however, was not without certain glimmers of remote, hopeful 
possibilities. A Second Industrial Revolution was born during the Reconstruction Era.65 
Across America, farmers were told that their plows could be traded in for a place on a 
production line. Worries over droughts and deluges might be replaced with dependable 
work schedules and predictable pay.66 The temptation was too much to resist and, as a 
result, the populations of major cities, including Philadelphia, Boston, New York, and 
Houston more than tripled between 1870 and 1900: The great American middle class was 
born.67  
                                                          
“After Appomattox” pp. 76-86. 
64 Michael J. Schewel, “Local Politics in Lynchburg, Virginia, in the 1880s,” The Virginia Magazine 
of History and Biography 89, no. 2 (1981): 170–80. 
65 “The period 1860-1900 is often called the Second Industrial Revolution because a large number of 
new technologies were invented at that time. These inventions heralded a period of about 70 years of 
ongoing, rapid technical change” p. 2. Andrew Atkeson and Patrick J. Kehoe, “The Transition to a 
New Economy After the Second Industrial Revolution,” Working Paper (National Bureau of 
Economic Research, December 2001), http://www.nber.org/papers/w8676.  
66 “The average manufacturing plant, in the sixty years from 1850 to 1910, increased its capital more 
than thirty-nine times, its number of wage earners nearly seven times, and the value of its output more 
than nineteen times” p. 3. Theodore Peterson, Magazines in the Twentieth Century (Urbana: 
University of Illinois Press, 1956), http://modjourn.org//pdf/mojp000046.pdf. 
67 “Between 1890 and 1945 the United States became a consumer society whose inhabitants used the 
mass market to make their daily lives” p. 3. Charles F. McGovern, Sold American: Consumption and 
Citizenship, 1890-1945 (University of North Carolina Press, 2009). 
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Magazines in America 
 
“Magazines became the national medium of communication and the only way to reach 
America's surging population with a message or a product. Magazines defined popular 
culture . . .   the first national mass medium . . . a potent and powerful force in shaping 
the consciousness of millions of Americans”68 
 
As a general sense of optimism slowly grew across the country, so did collective 
dreams of a brighter future.69 Americans longed to grasp onto the mythical Golden Ring 
of Success commonly known as the American Dream.70 They would continue to pursue 
that dream with unrelenting determination until the devastating realities of the 1930s 
shattered such aspirations. But until then, the availability of public education71 and the 
resulting increase of literacy rates brought the almost unimaginable idea of social 
elevation within the realistic reach of the new working class.72  
Culture, or at least the appearance of culture, was required if the Herron family 
wanted to publicly stake a claim on upward mobility.73 At the end of the 19th Century, 
however, the concept of culture was as elusive to the Herron family as it was to millions 
of other Americans. Their knowledge of and exposure to the outside world was limited to 
                                                          
68 David E. Sumner, The Magazine Century: American Magazines since 1900 (Peter Lang Publishing, 
Inc., 2010), p. 16. 
69  “Unquestionably leisure presents great possibilities for the enrichment of the home life, for the 
elevation of living standards, for the development of the play spirit, for resting the work-fagged brain, 
for the physical development of the body.” Cooke, “The Perilous Blessing of Leisure.” 
70 David E. Sumner, The Magazine Century: American Magazines since 1900 (Peter Lang Publishing, 
Inc., 2010). 
71 John W. Meyer et al., “Public Education as Nation-Building in America: Enrollments and 
Bureaucratization in the American States, 1870-1930,” American Journal of Sociology 85, no. 3 
(1979): 591–613. 
72 Theodore Peterson, Magazines in the Twentieth Century (Urbana: University of Illinois Press, 
1956), http://modjourn.org//pdf/mojp000046.pdf. 
73 Frank Luther Mott, A History of American Magazines, 5 vols. (Harvard University Press, 1938). 
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a random newspaper clipping stuffed inside an occasional letter from a distant relative.74 
The social seclusion and political isolation experienced by American families like 
the Herron’s ended abruptly in the mid-1890s. No longer did Americans merely imagine 
sophistication or simply daydream of prosperity. Culture was suddenly delivered to their 
very own mailbox at the end of the dirt road. The era of mass media publications had 
arrived.  
Magazines began to fill American homes, and from the pages of each issue, a 
collective American identity started to grow, along with a sense of national purpose and 
individual aspirations. A combination of seemingly unrelated factors gave birth to this 
brand new industry, and it ushered in sweeping, profound, and lasting national changes 
that would extend well into the twenty-first century. Magazines were published on an 
almost endless number of subjects, and as Americans began to understand culture and 
construct an individuality as defined by the latest issue of their favorite publication, they 
began to identify with and assume the characteristics of the people, places, stories, and 
images from the publications now held in their hands.75 
A “perfect storm” of technological advances and political measures opened the 
floodgates to fledgling magazines.76 First, the expensive and archaic printing technology 
of the nineteenth century was swept aside in the wave of new technologies introduced by 
                                                          
74 “With no automobiles, no radio, no rural free delivery, no big mass circulation magazines, with, and 
many places, no access to any schooling but the most Elementary, and with rare chances, if any, to 
travel to a city, they were imprisoned in rural isolation” p. 19. Allen, The Big Change. 
75 “As Americans spent increasing sums to raise their material standard of living, magazines benefited 
from the expanding market for advertisers' goods and services” p. 42. Peterson, Magazines in the 
Twentieth Century. 
76 Mott, A History of American Magazines. 
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the advances made in the Second Industrial Revolution. Suddenly, printing costs of mass 
publications were lowered to make newsstand prices well within the household budgets 
of middle- and lower-class readers. Then, the United States Postal Service created a new, 
second-class rate for commercial publications. That action in turn lowered the postage 
cost of long-term subscriptions. Finally, the new transcontinental railroad was completed, 
perfectly timed to transport all those new magazines across the country. As a result, the 
magazine industry reached dizzying heights of success, with a staggering 200,000 new 
titles premièring in 1883 alone, the year of the debut of The Etude.77   
Piano manufacturing skyrocketed after the war, retail prices plummeted 
accordingly,78 and the introduction of large purchases extended to reliable customers on 
credit “terms” was growing in popularity.79 As a result, one in every five American 
homes owned a piano by 1904.80 The year Frances turned 16, her birthday present was a 
new, upright spinet piano. Margaret Alice was delighted because mass media magazines 
affirmed that the mere presence of a piano in the home was the most common signifier of 
artistic sophistication.81 However, Frankie’s piano would not remain a vacuous social 
                                                          
77 Ibid. 
78 “By 1910 … the United States was the world’s largest piano manufacturer, with 300 companies 
producing more than 350,000 pianos yearly…” p. viii. Arthur Loesser, Edward Rothstein, and Jacques 
Barzun, Men, Women and Pianos: A Social History (New York: Dover Publications, 2011). 
79 The introduction of credit for large purchases such as pianos was “built up mostly by shopkeepers 
… people who shared the values … of the middle class.” p. 13. Calder, Financing the American 
Dream. 
80 Mott, A History of American Magazines. 
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purchase as a marker of family position and accomplishment  . . . the preferred 'reading' of the sign 
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extreme arc” p. 153. Richard Leppert, The Sight of Sound: Music, Representation, and the History of 
the Body (Berkeley, CA: University of California Press, 1993). 
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signifier; she would launch into an intense devotion to music, and music education in 
particular, that would only accelerate for the next six decades. She played more and more 
frequently for family, friends, and church groups. Soon, Frankie was asked if she would 
consider teaching piano to the young children in Humble. Private piano instruction was a 
relatively new, socially acceptable career for young women, almost as much in demand 
as other, more traditional professions.82 Frankie did not slowly transition from a pianist to 
a music teacher, she fairly leapt into a bright and promising future with unbridled 
enthusiasm.  
Only one hesitation tinted her excitement. Frances did not know how to become a 
private music teacher. Yes, she could sight read any selection from the Methodist 
hymnal. Sure, she played all the music Miss Ida Maude kept on hand at the church. And 
of course, she had taught herself the violin with very little help. But, Frances did not 
know how to find potential students, what to charge those students for their lessons, what 
music was best for new students, or even how to find music for beginners. The Ladies 
Home Journal83 often published one or two songs or an occasional piano solo, but that 
was only a diversion. It certainly was not enough to launch a young woman into a new 
                                                          
82 “If unhappy circumstances forced a nicely brought-up young woman to work for a living, a career 
as a school teacher, or music teacher, or trained nurse was considered acceptable for her,” Allen, The 
Big Change, p. 12.; “Pianos were part of the material culture that signified that women, and the 
household as a whole, had attained middle-class manners.  And women's associations with musical 
arts was so much a part of femininity that throughout popular culture of the late nineteenth century, 
the piano (in both visual and verbal imagery) came to stand for True Womanhood itself” Carolyn 
Kitch, The Girl on the Magazine Cover: The Origins of Visual Stereotypes in American Mass Media 
Chapel Hill, NC: University of North Carolina, 2001, p. 24. 
83 Dorothy Vogel, “To Put Beauty Into the World:  Music Education Resources in The Ladies’ Home 
Journal, 1890 1919,” Journal of Historical Research in Music Education XXXIV, no. 2 (April 2013): 
119–36. 
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career. What Frances needed was a magazine all her own, one that would guide her 
through every step of her imagined life as a private music teacher, answering her specific 
questions, meeting her individual needs, and providing inspiration to lead her to success. 
So far, none of the magazines that were waiting for her in the mailbox at the end of the 
dirt road were of any help whatsoever.  
  31 
Theodore Presser and His Musical Trifecta  
 
“(Presser) had, of course, all of the American ingredients in the well—known formula of 
getting ahead. He was an indefatigable worker. He had splendid common sense. He had 
definiteness of purpose. He had practical ideals.”84 
 
Theodore Presser (1848—1925) was born at the right time and in the right place. 
No mythical hero from some fictional Horatio Alger fable,85 Presser’s multiple careers in 
publishing, education, and music management were forged instead by a combination of 
tenacity, timing, and talent. He was merely 13 years old when the Civil War erupted, 
barely too young for the battlefield, yet still able to serve the Union honorably by 
working in a munitions factory near his native Pittsburgh. Simultaneously, Presser found 
employment in various positions closely related to music, including publishing and 
entertainment.  
By the time the war mercifully ended in 1865, Presser was a young man ready to 
ride the crest of the Reconstruction wave. Throughout his 20s, Presser studied piano in 
the United States and Germany, expanding his musical and pedagogical skills. He found 
work as a sheet music publisher, editor, and salesman as that specific market grew. When 
small opera houses, music halls, and Vaudeville theaters began to open in rural Virginia, 
                                                          
84 Cooke’s highly romanticized biography of Presser by his handpicked successor is suspect. 
Bomberger presents a far more objective and comprehensive analysis. Cooke, “Just a Little Different”; 
E. Douglas Bomberger, “Theodore Presser Before The Etude,” American Music Teacher, February 1, 
2017. 
85 Allen and O’Neill examine the Horatio Alger myth’s connection to the commonly held assumption 
that God’s hand was directly involved in capitalist adventures. If true, then The Etude’s insistence that 
music education was a Divine endeavor is made even more understandable. Richard Weiss, The 
American Myth of Success: From Horatio Alger to Norman Vincent Peale (Urbana: University of 
Illinois Press, 1969); Allen, The Big Change. 
  32 
Presser managed advertising and publicity, counted box office receipts, met the payroll, 
and developed an eye for talent and an understanding of popular taste. From the latter, he 
developed an ability to predict trends in the musical marketplace.  
Respectability and prestige were not to be found in such venues. To attain a 
higher level of social status, Presser pursued a career in music education. He became a 
teacher and professor at various schools, colleges, and universities in Virginia, Ohio, and 
Pennsylvania. His primary focus was in the instruction of pianoforte students, but he also 
led classes in music history and music theory. 
Each of those jobs—musician, teacher, publisher, and marketer—would combine 
into a seamless whole, and serve him well in his future endeavors. With a nimble 
combination of capitalist dexterity and musical instinct, Presser soon created a unique, 
three-pronged business model that gave rise to his sizeable and highly successful 
corporation in a field that was crowded and intensely competitive.86 
  
                                                          
86 Travis Suttle Rivers, The Etude Magazine: Mirror of the Genteel Tradition in American Music 
(Iowa City, Iowa: University of Iowa, 1974). 
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Presser’s Trifecta, Part 1: Music Teachers National Association (MTNA) 
 
While a faculty member at Ohio Wesleyan University (1871—1876), Presser 
realized that many of his students, overwhelmingly female, aspired to freelance careers as 
private music instructors. He anticipated that these young women would need support 
and resources upon graduation that would help launch and sustain their professional 
goals. To meet that need, Presser founded the Music Teachers National Association 
(MTNA). It would provide his graduates with a post-collegiate vehicle with which they 
could maintain connections, share knowledge, and expand professionalism. 
As he predicted, the MTNA’s roster of private music teachers grew at an 
unprecedented rate. As pianos became an increasingly common feature of the American 
parlor, and parents became eager for their children to acquire the skill and technique 
needed to enter an upper-class milieu, the demand for private music teachers surged. To 
satisfy that new demand, an army of female music teachers emerged in the marketplace. 
As one of the few socially acceptable independent professional careers available to a 
young woman, a freelance music teacher was an admired and respected member of 
society.87 
Presser’s MTNA provided its members with a network of resources and collegial 
organization of like-minded freelance entrepreneurs. The membership of the MTNA 
grew quickly, but it remained disproportionately female through the rest of the twentieth 
                                                          
87 Jane Bowers and Judith Tick, eds., Women Making Music: The Western Art Tradition, 1150-1950 
(Urbana: University of Illinois Press, 1987); “Women in Music. in Oxford Music Online,” accessed 
April 13, 2017, http://www.oxfordmusiconline.com/public/page/Women_in_music. 
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century. Even now, the gender ratio of MTNA membership remains at 90% female.88 
The MTNA published a quarterly newsletter. When it was delivered to the 
Herron’s mailbox at the end of the dirt road in Humble, Texas, Frankie felt a tinge of 
excitement. She finished reading the flimsy newsletter, cover to cover, on the walk back 
to the house. It contained bits of trivial information and a few stories of new educational 
programs. But, the MTNA newsletter did not contain what Frankie needed: printed music 
for students of various levels of ability, articles on teaching techniques, lists of resources, 
and words of advice on business practices. 
Didn’t the MTNA realize that its membership consisted largely of that new legion 
of private, female music teachers? Didn’t it know that among the thousands of new 
monthly magazines, each vying for a niche audience that would guarantee its success, 
there was not one single, affordable publication that specifically addressed their needs? 
Theodore Presser the Educator founded the MTNA to help his young graduates 
transition into their teaching careers. Theodore Presser the Capitalist, trained in the music 
editing, retail publication, and the distribution of sheet music, and keenly aware of the 
growing number of private music teachers in the United States, realized that an enormous 
vacuum in the magazine marketplace laid in wait.89 Theodore Presser the Publisher knew 
how to fill it. 
                                                          
88 Garinee Garmanian Jording, “The Professional Identity of Independent Piano Teachers,” 2018, 
https://open.bu.edu/handle/2144/30062, pp. 42-43. 
89 “[P]ublishers and advertisers took the values of a republic, values which has long empowered and 
idealized white property owners, and redefined those values in terms of buying ability” (p. 200) 
Douglas B. Ward, “Capitalism, Early Market Research, and the Creation of the American Consumer,” 
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Presser’s Trifecta, Part 2: The Etude Music Magazine 
 
The vast majority of new magazines that premiered in the 1880s failed within 
their first year.90 Undaunted, Presser sallied forth into the frenzied world of periodical 
publishing in October 1883, emboldened, no doubt, by his insider’s knowledge of the 
marketplace. He debuted The Etude Music Magazine with only a fistful of cash and an 
editorial staff of two. In the first issue, Presser dedicated the magazine “to supply 
material for study of the technic of the pianoforte . . . devoted to the general interest of 
pianists and piano teaching. It will take the form of an instructor, or textbook, rather than 
a paper which is to be read at one sitting and never taken up again.”91 
Frances Louise Herron represented the archetype Etude subscriber: a young, 
white, Protestant woman,92 most likely with a high school degree, musically educated, 
living in a rural area of the country, with aspirations that defied nineteenth-century 
convention.93 Her identity was also constructed in no small part from the image of the 
                                                          
90 Mott, A History of American Magazines; Ohmann, Selling Culture. 
91 Presser, “There Are, According to the Best Known Record, Thirty-Nine Journals Devoted 
Exclusively to the Interest of Music in This Country.”; Albertha Stover, “Putting Old Etudes to 
Work,” Etude LI, no. 1 (January 1933): 16. 
92 The celebrated Protestant Work Ethic, however, did not necessarily result in happiness. “The spirit 
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beloved factor in every American home.” Helena Maguire, “The People To Whom A Girl Plays,” 
Etude, Five-Minute Talks With Girls, XVIII, no. 3 (March 1900): 94 
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“Gibson Girl,” presented to her in virtually every vehicle of mass media publication.94 
Like the “Gibson Girl, Frankie was also brimming with energy and fortitude, eager to set 
off on an independent life, expanding the confines of polite society. As a private music 
teacher, Frankie could establish her own social status, earn the respect of other 
professionals, and create her own financial security. When marriage and motherhood 
presented themselves, hers was one of the few professional endeavors deemed acceptable 
for her new roles in life. 
The Etude’s success was immediate and expansive: Sales in music stores and 
newsstands were brisk. Significant, sustained profits, however, were to be found in 
advertising revenue and the renewal of long-term subscriptions. Presser had an obvious 
and easy answer to the latter at his fingertips: the quickly growing list of MTNA 
members was at his immediate disposal. 
But how best to lead a member of the MTNA to his new magazine? What if 
MTNA members were convinced that a subscription to The Etude was a professional 
necessity? And what if those MTNA members were offered a steep discount on first time, 
one-year subscriptions to The Etude? Soon, The Etude’s subscription rates soared. By 
1907, The Etude boasted that its circulation “now exceeds any musical monthly in the 
world.”95 
                                                          
94 By the 1890s, The Gibson Girl was increasingly independent, searching out higher education. She 
morphed into the New Woman in part as a reaction to a new, consumer-based economy. Lynn D. 
Gordon, “The Gibson Girl Goes to College: Popular Culture and Women’s Higher Education in the 
Progressive Era, 1890-1920,” American Quarterly 39, no. 2 (1987): 211–30; Martha H. Patterson, 
Beyond the Gibson Girl: Reimagining the American New Woman, 1895-1915 (University of Illinois 
Press, 2010).  
95 Theodore Presser, “To Our Readers,” Etude, Editorial, XXV, no. 8 (August 1907): 493. A 
reasonable amount of skepticism is warranted with such claims. Mott and other historians of the 
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When The Etude arrived in the Herron’s mailbox at the end of the dirt road, 
Frankie was presented with advertising (both overt and sometimes concealed within 
articles and editorials96) designed to encourage the purchase of additional teaching 
resources. She was also presented with Presser’s second tactic to build brand loyalty. As 
a subscriber to The Etude, Frances was “invited” to join the MTNA at a special reduced 
membership rate. MTNA newsletters began to arrive along with monthly issues of The 
Etude. 
 At first, the advertisements in The Etude primarily promoted goods and services 
from outside sources. Music publishers other than Presser featured the debut works of 
new composers, and ancillary materials such as tuning forks and music cabinets. 
However, to secure the reader’s participation in the Presser conglomerate and guarantee 
that the profits realized from the ads in The Etude would remain within the corporation, 
Presser needed to revive and expand his previous career as a music publisher.97 
                                                          
magazine industry note that circulation numbers were not verifiable until the 1930s. 
96 C.J. Franklin, “How Miss Watson Boosted Her Bank Account,” trans. David Ewen, Etude LI, no. 9 
(September 1933): 574; J. Edwin Holder, “What Shall I Play?,” Etude XII, no. 4 (April 1895): 79. (“In 
classical music, buy your copies of reliable publishers such as Presser…”) 
97 “But the publisher, besides selling his service to advertisers, had his own product to market in 
competition with claims on readers' time by other media and activities. Helping him to sell his 
magazines despite this competition were a number of changes in American life in the twentieth 
century, among them a great increase in leisure time and advances in education and literacy,” pp. 42-
43. Peterson, Magazines in the Twentieth Century. 
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Presser’s Trifecta, Part 3: The Theodore Presser Publishing Company 
 
As the American Robber Barons98 wallowed in the excesses of Twain’s “Gilded 
Age,”99 other less prominent citizens of modest means began to ascend to the level of 
capitalist through more quaint methods and in less expansive environments.100 Presser 
might not have considered himself a capitalist in the Rockefeller mold, yet he was well 
on his way to dominating a significant portion of the comparatively small marketplace of 
private music publishers.101 He envisioned a parent company that would publish music 
independently of The Etude, yet use the magazine as its primary advertiser. 
In the midst of a significant economic recession in 1896,102 The Theodore Presser 
Publishing Company was established to create a separate division that published and 
advertised a wide array of music-based products: graduated anthologies of pedagogical 
music, religious music, and the debut of the works of promising new, predominantly 
American composers. With convoluted laws restricting monopolies and a labyrinthine 
web of domestic and international copyright regulations, Presser Publishing was able to 
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acquire most of its domestic and international competition before 1900.103 
One flaw in Presser’s system was quickly apparent. A new customer could easily 
participate in only one of three enterprises with no further knowledge whatsoever of the 
other two: join the MTNA without a subscription to The Etude; subscribe to the magazine 
only and make no further purchases; or purchase music directly from Presser Publishing 
without any consideration for either the MTNA or the magazine. Presser needed to seal 
off the three escape routes. 
With the wind of success in his sails, Presser designed a corporate model 
sufficiently flexible to ensure that a new customer, ostensibly only interested in one of 
the three proprietary organizations, could be seamlessly drawn into the other two. 
Presser’s national teacher’s organization, the MTNA, soon directed its members to the 
Theodore Presser Publishing Company, attracted by the promise of steep introductory 
discounts. Once there, MTNA members were able to sustain the reduced introductory 
rates on all future purchases if they also subscribed to The Etude for at least one year. In 
turn, The Etude encouraged its subscribers to join the MTNA, again at a discounted price. 
Each issue of The Etude provided extensive advertising space to the newest 
additions to the Theodore Presser Publishing Company’s growing catalogue of printed 
music and books. Those who were both members of the MTNA and subscribers to The 
Etude were awarded with even more significant savings on music and book purchases 
from Presser Publishing. One final coup de grâce awaited: If a subscriber to The Etude 
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could convince the parents of ten or more of her pupils to purchase subscriptions for their 
family, the teacher’s personal subscription was renewed gratis.104 Frankie often boasted 
that she never paid for her own subscription to The Etude because of the number of new 
customers she brought in as regular subscribers. Her contribution to The Etude’s 
subscriber base were so significant, in fact, that she was often rewarded with 
complimentary gifts such as newly published biographies of great composers and a new 
metronome. 
Frankie probably did not realize that the advertising revenue provided the 
financial foundation and profits for the magazine, not the subscription income. As profits 
increased, subscription costs were lowered further still so that an ever-increasing 
audience of potential buyers was introduced to the advertisers’ wares. When the right 
reader was presented with the right product and at the right price, the advertiser’s profit 
margin grew, subscription prices fell, circulation increased, new readers bought the 
advertiser’s products, and the cycle perpetuated itself ad infinitum. 
Presser’s conglomerate was complete; regardless of a new customer’s point of 
entry into the Presser consortium, their migratory trajectory through the other two 
components was all but guaranteed. Theodore Presser had done the seemingly 
impossible. He created a sustainable corporate trifecta that constantly replenished itself. 
The inevitable success was nothing short of breathtaking. In two years, the Theodore 
Presser Publishing Company went from a rural outpost in Lynchburg, Virginia to a 
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shining new office building in bustling downtown Philadelphia, the hub of magazine 
publishing.105 By the time of Presser’s death in 1925, The Etude was the unchallenged 
and highly respected leader in its niche field of magazine publication. The Theodore 
Presser Publishing Company name and logo appeared on thousands of pages of printed 
music, books on musical subjects, and, during the “Golden Age of Illustration,”106 even 
on full color prints of popular Etude covers.107 All three organizations benefited: The 
membership roster of the MTNA grew steadily through the twentieth century, 
subscriptions to The Etude soared as MTNA members became regular readers, and 
profits at Presser Publishing surpassed all expectations. 
Theodore Presser’s personal and professional participation in the success of the 
three enterprises did not end there. In a traditional formula, the editor and the publisher of 
a magazine performed two distinctly different tasks.108 The editor was charged with 
tailoring a publication so that it offered maximum appeal to a demographically defined 
audience.109 The publisher in turn presented that honed magazine to potential advertisers 
with the guarantee of a subscriber base predisposed to purchase their product.110 A 
subscriber thereby became a new customer for the advertiser.111 
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The Etude followed this traditional structure, but with one significant exception. 
Instead of two individuals performing the separate duties of the editor and the publisher, 
Theodore Presser was the sole proprietor, responsible for all functions of both the 
publisher and the editor. And, since the Theodore Presser Publishing Company was one 
of the primary advertisers in The Etude, Presser himself ensured that the cyclical structure 
of the corporation was sustained.112 
The speed with which Presser’s enterprises grew is reflected by the physical 
spaces he commanded. Presser's first Philadelphia offices (1884) were confined to rather 
cramped quarters located in the back of the third floor of an office building at 1004 
Walnut. He announced himself to the city thus: ”Theo. Presser Music Publisher and 
Dealer. We are now ready to fill all mail orders for Music.” Growth was so immediate 
that within two years Presser moved his business a few blocks away to 1704 Chestnut 
Street, where he opened a ground floor retail music store. When that space proved too 
small, Presser purchased the adjacent building at 1708 Chestnut in 1893. A ten-story 
building immediately behind the Chestnut Street entrance (1713–1717 Sansom Street) 
was annexed in 1912. Thus, the Presser Publishing Company had entrances on two 
parallel streets. 
By the time of his death in 1925, Presser augmented his real estate portfolio by 
purchasing 1710 Chestnut Street. In total, Presser owned almost one-third of the city 
block bordered by Chestnut, Sansom and South 17th Streets, prime real estate in 
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downtown Philadelphia, “thus insuring for all time ample space and a central location for 
the ever-increasing business of the Theo. Presser Co., and The Etude Music 
Magazine.”113 
Lest the impression of Presser as nothing more than a musical Robber Baron 
should emerge from this account of exceptional corporate success, it is important to note 
that he was also a deeply committed musician who made significant charitable 
contributions to music in the United States. Like America’s most prominent capitalists, 
Presser shared a sense of charitable philanthropy and cultural responsibility.114 In his later 
years, Presser’s interests shifted from the daily duties required from The Etude and the 
publishing arm of his conglomerate to a focus on creating legacy projects. Presser 
established a successful retirement home for private music teachers in Germantown, a 
suburb north of Philadelphia.115 The music scholarship foundation he created continues to 
offer financial aid to private music teachers and to undergraduate music students who win 
the yearly Presser Foundation competitions.116 Students study music today in academic 
buildings with the Presser name on campuses across the United States, including Illinois 
Wesleyan University, Brerea College, Ohio Northern University, and Temple University. 
A successor was needed to take Presser’s place, both at The Etude and at Presser 
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Publishing. Presser needed a man who was a successful musician, demonstrated 
advanced skills as a writer, possessed strong business acumen, and who, most 
importantly, shared Presser’s distrust of liberal trends in music, culture, and politics. 
James Francis Cooke (1875–1960), a contributing writer to The Etude since 1897, was a 
logical choice. Cooke’s freelance articles, some transmitted from Europe as he traveled 
and studied in France and Germany, gave readers some of their first impressions of 
international music and music education traditions. Cooke was a composer, an author, 
and, like Presser, stridently conservative in all matters, musical and otherwise. 
Cooke became the editor of The Etude in 1907, where he remained for the next 
four decades. It was under Cooke’s leadership that The Etude saw its greatest growth in 
subscription rates, physical size, diversity of content, and impact on American musical 
education. For the purposes of this study, Cooke’s “most striking addition[s] was a 
sharply increased number of pictorial features,”117 including “The Etude” Educational 
Cartoons. His son, Francis Sherman Cooke (1905 – ?), a highly talented artist, benefited 
from his father’s new position at The Etude, and contributed some of The Etude’s most 
beautiful and iconographically rich cover illustrations. 
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 “The Golden Age of Illustration”118 
 
“Music Study Exalts Life.”119 
 
The current influence of visual discourse on the American public traces its origins 
to Philadelphia in the early 1900s.120 Illustrations produced in this period and circulated 
widely in an exploding magazine subscription market molded a collective American 
personality, including a sense of national direction and cultural aspirations. 121 The impact 
of illustration on individual identity was equally powerful. Illustrations, including those 
used in comics and advertisements, began to create and maintain self-images, develop 
both long- and short-term trends, and establish yearnings for an idealized but ultimately 
unattainable type.122 These factors have led early twentieth-century commercial art 
especially that produced in Philadelphia, to be identified as the “Golden Age of 
Illustration.”123 The “Golden Age” is a romanticized façon de parler with origins in 
Ancient Greek philosophy. It is frequently used in retrospect “to describe an outstanding 
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period in history.”124 The “Golden Age of Illustration” (c. 1890–1930) refers to the 
sudden proliferation of American artists and art schools centered in and around 
Philadelphia. The presence of these illustrators was the result of the boom in periodical 
publishing, also centered in Philadelphia, and the resulting demand for increased graphic 
content.125 The high quality and exceptional quantity of the artistic work produced during 
the “Golden Age of Illustration” resulted in a blurring in the distinction between “high 
art” and commercial illustration. In this Golden Age, American illustrators produced their 
most iconic and influential works.126 Comics, both allegorical and editorial, also began to 
exert their popularity and influence.127   
Like most magazines published at the fin de siècle, the earliest issues of The 
Etude had no cover art to speak of, and almost no artwork inside. However, the start of 
the Golden Age of Illustration in the early 1910s coincided with The Etude’s peak of 
circulation. The magazine embraced the possibilities of illustrations to entertain readers, 
but more often used artwork to augment editorial commentary. A prodigious number of 
original illustrations were printed in the magazine over the next three decades. Some of 
the period’s most prominent names in the history of American illustration, including 
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William S. Nortenheim (1878–1930), and the mysterious artist Zack Hogg,128 contributed 
to The Etude. However, those were the exception. The streets of Philadelphia were 
brimming over with young, eager, and highly accomplished illustrators, ambitious to see 
their work published in one of the many magazines and newspapers based there. The 
Etude did not need to spend extravagant amounts of money to secure the work of highly 
talented and creative artists. Unfortunately for researchers, it was a common practice at 
the time to deny credit to illustrators of moderate or little renown.129  
The Etude published thousands of illustrations on its covers, in the interior pages, 
and as enhancements for advertisements.130 The subject matter of these illustrations was 
not strictly limited to music, however. In keeping with its conservative editorial policies, 
a significant number of illustrations depicted religious, patriotic, familial, social, and 
cultural images. A few exceptional illustrations combined most or all of these elements. 
The towering example of that consolidation, the ultimate expression of all discourse The 
Etude ever espoused in its entire 75-year history was published in the tri-color cover of 
September 1940 (Plate 7).131 
Approximately 900 issues of The Etude Music Magazine were printed between 
1883 and 1957. Americans witnessed seismic changes in those seven decades, beginning 
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with Reconstruction followed by the Second Industrial Revolution. The dawning of the 
new century brought World War I, the Jazz Age, and the Roaring 20s. The horrors of the 
Great Depression, the simultaneous Dust Bowl, and World War II were followed by the 
birth of Rock ‘n Roll during the “Red Scare” of the 1950s. Social changes were even 
more pronounced. Slavery was eradicated, immigrants flooded in through New York and 
California, and as women and children gained legal protections, political, social, and 
religious institutions were forced into foundational upheavals.132 
Through it all, The Etude remained consistent in its editorial premise, summed up, 
in part, by one of its most frequently printed logos, “Music Study Exalts Life.”133 The 
verbiage itself first appeared in the early 1920s. It served the publication by “crystallizing 
the great thought that music is of inestimable value to Mankind, in as few words as was 
feasible.” The Etude acknowledged the mass media theory that “The power of a slogan in 
affecting the mental attitude of the public is enormous. Every mind you direct toward this 
thought will advance the interests of music.”134 Music education was an enriching 
endeavor, the magazine maintained, elevating mundane existence to a Divine realm.135 
Powerful though the slogan might have been, those four small, carefully chosen 
words could be easily overlooked by a casual reader skimming through the issue, even 
when granted the cherished and expensive “white space” on a page, and emphasized with 
quotes and italics. The reader retained control. The Golden Age of Illustration 
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demonstrated to even the most cynical editor and reluctant publisher that, unlike text 
alone, images demand interaction. Power was taken from the reader and given to the 
illustrator. That same reader who could easily ignore the text was suddenly forced, even 
if for only a fraction of a second, to interact with the visual components, especially if the 
image was assigned to the hands of a creative illustrator and skilled layout editor. “Music 
Study Exalts Life” needed such an effective visual accompaniment, equally succinct, that 
would augment the message produced by the text and thus render the reader powerless to 
ignore both.136 
Perhaps unbeknownst to the layout editor at the time, The Etude already had the 
ideal image to reinforce the motto, the perfect visual element to complement the message 
that music education in the American home served a heightened purpose beyond just the 
obvious. The image was a simple pen and ink rendering of a supposedly Ancient Greek 
lyre (or kithara), successfully adapted to contemporary American life in The Jazz Age by 
the stylistic adaptation of an Art Deco visage. As an iconographic representation of 
Antiquity, the lyre gave Etude readers a refined sense of music and music education as an 
envoy of immortal culture. By creating a Grecian lyre in the fashionable American Art 
Deco elegance, popular in almost every aspect of American public life in the 1920s, the 
connotations associated with the lyre were thereby transported across millennia and into 
existing sensibilities. 
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Nevertheless, the full potential of the lyre image remained dormant when placed 
alone on the page. When duplicated to suggest symmetrical finials, the lyre merely 
blended in with stock borders. Like the motto “Music Study Exalts Life,” a hasty reader, 
eager to reach the pages containing music, could easily breeze by. However, when the 
lyre was situated atop a new space indicating the base of a statue, its prominence was 
immediately ennobled. And when the motto was used to fill the space created in that new 
base, as if the reader were engaged with a museum placard, the full grandeur of the two, 
the motto and the lyre combined, was complete, and the message was absolute. The study 
of music, as a transcendent emissary from Antiquity, was as timeless as the ancient 
civilizations upon which American culture rests. Music education was, even in the heady 
years of the Roaring 20s, the laudator with which an individual rose to level of the 
Divine. (Plate 8)137 
Just as important as the musical component, the editors consistently reinforced the 
idea that a multitude of lurking social evils were ever poised, ready to infiltrate and 
destroy American culture.138 Readers were told that those wicked forces held the power 
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to destroy all that was good — home,139 school,140 and church141 — the great tripartite of 
an idealized American life. Fear was the predictable and, perhaps in a cynical maneuver 
designed to retain and propel readership, the desired response.142 Fear, too, was the 
subject of extensive editorial discourse.143 Combined, evil and fear formed the second 
half of The Etude’s overarching and unchanging editorial thesis.144 
To address these Evils in an effective, entertaining vehicle that would not 
diminish The Etude’s need to maintain its image as a cultured publication, it needed the 
services of an illustrator who could combine a virtuoso technique with the ability to place 
Evil in a variety of guises, some overt and others far more subtle. The ideal illustrator 
needed to possess sufficient professional credentials outside of the muckraking industry 
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so that a high level of integrity could be maintained. Probably unbeknownst to The Etude 
at the time, that ideal illustrator was only a few blocks away in downtown Philadelphia, 
toiling away at another erudite publishing house. 
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Edwin John Prittie:  The Artist as Illustrator 
 
Only the most famous illustrators could demand full credit for their work in most 
mass media publications in the early twentieth century. Some publishers felt that a 
signature on an illustration might distract the viewer from the narration or the product. 
For young, aspiring artists, eager to see their works published at all, and hopeful that any 
exposure would lead to greater opportunities, the tradeoff was unfortunate but 
understandable. For seasoned professionals with extensive portfolios of published 
illustrations and collegial recognition, the denial of a published byline must have been 
frustrating and perhaps insulting. In other cases, artists aspiring to the highest echelons of 
fine art used illustration as a financial crutch to sustain a living. Fearing that illustration 
might soil their reputation in that more rarified world but in need of the income afforded 
by the opportunities in the expanding publishing market, anonymity was welcome. 
Regardless of the individual circumstances, researchers today wrestle with an enormous 
body of exquisite illustrations that remain sadly anonymous.145 
Edwin John Prittie’s (1879-1963) contributions to The Etude received neither full 
credit nor did they languish in total anonymity. Of the fourteen “Educational Cartoons” 
published in 1910, nine display his initials, “EJP,” encircled discreetly in different 
locations, but always near the lower border. Although no further credit is given to Prittie 
in the text, I have conclusively determined that the cartoons are indeed Prittie’s work. 
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Visual confirmation of Prittie’s monogram, as it appeared in The Etude, is found in “The 
Annual Report of the Philadelphia Museum of Art For The Year Ending 1905.” Prittie 
was awarded the Henry Perry Leland Prize for Best Work in Illustration for his 
contributions to The Soldiers of the Queen, a novel by Fritz Cunliffe-Owen. The 
announcement of Prittie’s award was included in the caption directly under a 
reproduction of the book’s cover. The cover clearly displays the encircled monogram 
“EJP” in the lower right corner. This is the identical colophon that appears in “The 
Etude” Editorial Cartoons published five years later (Plate 9).146 
Additional authenticity of Prittie’s work came directly from his descendants. John 
L. Prittie, grandson and biographer of the artist, has written extensively on his 
grandfather’s work. He verified that “The Etude” Educational Cartoons” were indeed 
illustrated Edwin John Prittie.147 
Born in 1879 in upstate New York, Prittie was educated at the Pennsylvania 
Museum School of Industrial Art in Philadelphia. As the center of both publishing and 
illustration, Philadelphia offered both abundant opportunities and intense competition to 
Prittie and other young aspiring artists. That he remained consistently employed in 
Philadelphia for most of his professional career is a testimony to Prittie’s artistic skill and 
professional integrity. It also serves to corroborate the importance of Philadelphia as a 
commercial, educational and cultural hub in early twentieth-century America.148 
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As a highly prolific and successful illustrator for the John C. Winston Publishing 
Company for over thirty years, Prittie produced covers and interior illustrations for best-
selling editions of Robin Hood149 and Black Beauty.150 Additional evidence demonstrates 
that Prittie enjoyed a busy freelance career with other Philadelphia-based publishers, of 
which The Etude was a prominent fixture.151 
That Prittie and The Etude would eventually collaborate seems, in retrospect, to 
have been inevitable. In 1910, illustrators and publishers were simultaneously riding the 
crest of the same mass media wave. The Presser offices, The School of Industrial Art, and 
the Winston Publishing offices were all within a few blocks of one another in downtown 
Philadelphia, the epicenter of the “Golden Age of Illustration.” Prittie, then a young 
freelance artist at the start of his career and with one major Winston publication already 
on his resume, probably considered an entree at Presser to be an attainable professional 
goal. The Etude hired Prittie just as it was nearing its peak of circulation. Their joint 
venture explored the theme of Good vs. Evil in the field of music education through the 
popular genre of original allegorical illustrations. 
It is impossible to determine a few key factors without access to secondary source 
documents. Therefore, a few important questions remain unanswered: Was Prittie 
instructed to summon visual inspiration from captions that were already completed? 
Were the illustrations created with the intention of their publication in pairs? If so, was 
the reader expected to connect the two seemingly disparate vignettes? Was the placement 
                                                          
149 George Cockburn Harvey, ed., Robin Hood (Philadelphia, PA: John C. Winston Company, 1923). 
150 Anna Sewell, Black Beauty (Philadelphia, PA: John C. Winston, 1927). 
151 Prittie, “Edwin John Prittie: American Illustrator.” 
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on the page arbitrary? And, finally, why was the series discontinued? Through the course 
of my research, a few possible answers to those questions will be established. 
What is clear, however, is the quality of Prittie’s artistic achievement and the 
depth of his conscientious approach. An illustrator of extraordinary technique and 
penetrating insight, Prittie’s command of the pen and ink medium remains nothing short 
of masterful. Pen and ink is a medium of notorious complexities that often confounds 
even the finest illustrators. Detail is subject to the intricate and precise strokes, character 
and mood are created by a careful choice of the appropriate tool and subsequent layering, 
and, perhaps most unforgiving, mistakes are virtually impossible to conceal.152 
Prittie’s assignment was to depict “Evil at a Glance,” a fairly easy task for an 
artist of his prowess. With his ability to create character and establish a narrative, Prittie 
could have satisfied the publisher with quick, obvious, and perhaps even charming 
illustrations that would have more than pleased his employer and engaged the reader. 
Prittie, however, did not take a quick or casual approach to this work. It is obvious that a 
great deal of forethought was invested in each vignette before his pen first touched the 
paper. Detail is lavished upon even the most minute element as tension expands, power is 
negotiated, and identity is established. In addressing Evil, Prittie often deceives the eye 
and challenges the reader to explore beneath the most obvious and cliché answer. 
Edwin John Prittie most likely never imagined that a music iconologist would 
examine his work in the early twenty-first century. However, the characters he created in 
                                                          
152 Henry Clarence Pitz, Ink Drawing Techniques (Watson-Guptill Publications, 1957); Arthur 
Leighton Guptill, Rendering in Pen and Ink (Watson-Guptill Publications, 1997). 
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1910 for The Etude remain alive, engaging, and immediately recognizable. The narratives 
in which they are placed, the struggles they endure, and the ensuing complications, are as 
pertinent for me today as they must have been for my Grandmother over one hundred 
years ago. 
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Good vs. Evil: The Villain 
 
“Deny this (beauty) to the coming population and we shall cultivate some hideous 
monster – some Bolshevik Frankenstein that  
will destroy our very identity.”153 
 
 
As established, The Etude consistently presented its readers with classic examples 
of Good vs. Evil; however, Evil was seldom a predictable, mustache-twirling scoundrel, 
obvious and surmountable. Instead, Evil was typically depicted as an incorporeal concept 
that crouched in wait for an opportunity to pounce into a vulnerable society. The Etude 
stood as the cynosural arbitrator, ready to expose Evil regardless of its form. If the culture 
blithely disregarded the importance of the right kind of musical education, Evil waited to 
fill the resulting vacuum with Ragtime and, later, Jazz, and their related social and 
cultural dangers.154 
In 1910, Evil’s goal was, according to The Etude, to destroy the status quo, 
dismantle authority, and legitimize the disenfranchised.155 Given the opportunity, The 
Etude warned its readers that Evil would wrestle away the patriarchal birthright of 
                                                          
153 James Francis Cooke, “The Voice of Beauty,” Etude XXXVIII, no. 2 (February 1920): 77. 
154 “So rag-time music is, simply, syncopated rhythm maddened into a desperate iterativeness; a 
rhythm overdone, to please the present public music taste,” C. Crozat Converse, “Rag-Time Music,” 
Etude XVII, no. 6 (June 1899): 256. 
155 Theodore Presser, “There Are, According to the Best Known Record, Thirty-Nine Journals 
Devoted Exclusively to the Interest of Music in This Country.,” Etude, Editorial, 1, no. 1 (October 
1883): 35; Theodore Presser, “Two Evils,” Etude II, no. 11 (November 1884): 190; Henry B. Roney, 
“Wanted in the Musical Profession: More Brains and Better Morals,” Etude IV, no. 12 (December 
1886): 318; Edward Baxter Perry, “Moral Influence of Music.,” Etude, Editorial, XV, no. 12 
(December 1897): 331; Theodore Presser, “Manners, Morals, and Music,” Etude XVI, no. 5 (May 
1898): 145; A. Weld, “The Invasion of Vulgarity In Music,” Etude, Editorial, XVII, no. 2 (February 
1899): 52. 
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morality, conformity, and exclusion from defenseless and innocent future generations. In 
its stead, Evil would replace Utopia with a new, chaotic society in which Victorian 
traditions of power and control would be discarded. Evil’s new America would 
implement the radical changes proposed by the Progressive Era, including the rights of 
minorities and individual self-determination.156 
The Etude did not allow Evil to hibernate during periods of international peace 
and domestic prosperity. The right kind of music was needed to defend tradition against 
encroaching social Evils in 1910 just as much as it would be needed in future decades to 
vanquish Teutonic foes on foreign shores in times of war.157 When Evil snaked around 
the blocks of American cities in endless breadlines of despair, music was at the ready. 
Although the paradigm of Evil changed according to contemporary events and 
trends, The Etude’s editorial focus on the danger of Evil remained intransigent 
throughout its 75-year history. By creating a ubiquitous ally that could appear in virtually 
all manner of discourse, The Etude could perpetuate the conflict between Good vs. Evil at 
any time and in any form. Like a chameleon, its appearance could modify itself to exploit 
the nation’s mood, stoke a culture of fear, and manipulate broad cultural events. It was as 
                                                          
156 “[E]nter a music store today and examine what lies conspicuously on the counter, one finds a 
profusion of idiotic and unmusical “coon” songs, a mass of badly composed two-steps and marches, 
and a general confusion of rubbish . . .  wretched things sell . . .  But you will also find the “coons” 
songs on your friend's piano when you go to his house, and the chances are that he will insist upon 
“rendering” a few of them for your edification . . .  the people at large have forgotten the noble 
melodies which used to please them, and have sold themselves body and soul to the musical (?) 
Satan, who superintends the construction and propagation of this style of thing,” Weld, “The Invasion 
of Vulgarity In Music.” 
157 The Etude struggled with the anti-German sentiment that engulfed the United States during both 
World Wars. Rivers documents the decrease in the number of German composers whose works were 
published during the war years, and notes that their resurgence in post-war issues was tentative. 
Multiple articles addressed issues of fascism, but most frequently The Etude held that music education 
offered a source of peaceful resolution to armed hostilities and cultural divisions.  
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powerful and present in periods of national urgency as it was in times of peace and 
prosperity. Its only requirement was a change of guise. 
Just as Evil could change its appearance with ease and thereby slither into an 
innocent milieu, Evil also had the ability to multiply itself with mitotic efficiency. The 
resulting super-Evil was far more potent and dangerous than its single evolutionary 
predecessor. The Etude frequently grouped various Evils together, with undesirable music 
or an inferior music education often forming the shared foundation. “If evils, whether of 
act or condition, were not so prolific in breeding other evils, any one of them would be 
comparatively unimportant. The resultant evils determine the significance of the primary 
or causative evil.” The “evil of the times” in that 1896 article was the result of “a triplet . 
. . three distinct evils deserving separate consideration,” namely time, money, and effort 
squandered in a faulty musical education.158 
Evil, ever a nimble foe, donned various manifestations in “The Etude” 
Educational Cartoons. It appeared in the behaviors of the music teacher, the student, the 
student’s parents, and, within the latter, as the encroaching ramifications of the 
Progressive movement. In Prittie’s skilled hands, the dreaded super-Evil disguised itself 
and multiplied, all in one seemingly content and unified family. Evil found its fissure for 
entry anytime a compliant society, growing increasingly weak, lazy159 and willfully 
                                                          
158 Maria Merrick, “An Evil of the Time,” Etude XIV, no. 12 (December 1896): 270. 
159 The repercussions of laziness were a frequent subject in The Etude, and a quality my grandmother 
found to be infuriating in others. See Plate 32, James Francis Cooke, “A Midsummer Day’s 
Nightmare:  A Tragic Waste in Musical Education,” Etude, Editorial, XLVI, no. 2 (February 1928): 
100; See also Plate 31, Drain, “Get Busy! Are You Doing This? Or Are You Doing This?” Etude 
XXXV, no. 9 (September 1917): 630. 
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ignorant of the harbingers of impending doom that were all around, was distracted by the 
whirling dervishes of unprecedented change. 
  62 
Good vs. Evil: The Hero 
 
 
“The parent who invests in a good instrument and in music lessons is often buying 
security against domestic disaster. If you are in doubt about the grave problem of leisure 
in your child’s tomorrow, buy a piano today.”160 
 
 
Throughout its publication, The Etude presented music as the mighty fortress of 
morals, virtue, and strength, ready to annihilate all comers.161 Global vicissitudes must 
resolve in the direction of Good because “the world is built somehow on a moral 
foundation; that in the long run it is well with the good; that in the long run it is ill with 
the wicked.”162 Those morals, according to The Etude, were firmly rooted in a particular 
type of musical education.163 Only in a scenario in which every person in America could 
play or sing music from a specifically chosen repertory would our national character be 
refined, our ideals strengthened, and life as a whole brightened.164 
The nation, so fortified, would then galvanize into one unified Arcadia of virtue. 
                                                          
160 James Francis Cooke, “The End of the Line,” Etude, Editorial, LII, no. 8 (August 1934): 450. 
161 Identification with a “hero” was a common theme in mass media magazines. It appealed to a 
reader’s sense of purpose and encouraged continued subscriptions. Patricke Johns-Heine and Hans H. 
Gerth, “Values in Mass Periodical Fiction, 1921-1940,” in Mass Culture:  The Popular Arts in 
America, ed. Bernard and David Manning White Rosenberg (The Free Press, 1957), 226–34.  
162 Theodore Presser, “A Thought For The New Year,” Etude, Editorial, XXVIII, no. 1 (January 
1910): 7–8. 
163 “The Character of the United States of America tomorrow will be the character that we teach our 
children to-day.” Cooke, “Character and the State.” 
164 “America is going to Victory, strengthened by the moral consciousness of right, the spirit of 
fairness and justice, the power of clean, manly living, the unrelenting will, not to conquer but to see 
that our lofty American ideals of Liberty shall not be lost to the world, all fortified and uplifted by the 
inspiration that comes through music.” Theodore Presser, “Woman’s Hour of Glory in the Music 
World,” Etude XXXVII, no. 11 (November 1918): 689; George Hahn, “Why Not Encourage 
Everyone to Play?,” Etude XXXV, no. 11 (November 1917): 716. 
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Just as Evil had an ability to multiply and spread like a virus, so too did the contrary force 
of Good.165 “The depth of solidity of people’s musicianship may well be judged by the 
books they own and read, just as their morals may be measured by the company they 
keep.”166 
During the two World Wars, music became the weapon by which America would 
conquer any enemy.167 Sandwiched between the wars, The Great Depression was 
powerless to defeat the American music teacher, provided she maintained a faithful 
allegiance to the power of a narrowly defined genre of acceptable music, and held fast to 
a baseless optimism in the promises afforded therein.168 Parents were also reassured that a 
musical education would protect their children from an increasing number of Evil forces 
that were constantly growing in strength and resolve. An astonishing number of articles 
and editorials, many augmented with startling illustrations, aimed specifically at the 
                                                          
165 “Culture brings about refinement of Manor, refinement of Manor brings about, as a rule, a dislike 
of vulgarity.” Theodore Presser, “Manners, Morals, and Music,” Etude XVI, no. 5 (May 1898): 145. 
166 Theodore Presser, “The Encore Habit,” Etude, Editorial, XVII, no. 11 (November 1899): 351. 
167 “Super-Worry is the danger sign of modern civilization… the child of a diseased imagination of … 
pathological conditions resulting from the manufacture of toxins in their bodies . . .  veritable 
cesspools of super-worry… a very large part of the calamity which has come to the world since that 
fatal day of June 28th, 1914, with all its train of ruin, racket, revolution, repudiation, murder, and 
depression, can be pinned down definitely to the super-worry, fear, apprehension and the things which 
have to do with a negative aspect of life… more trust in the Almighty. Because we feel honestly and 
sincerely that the proper use of music and music study is constructive, psychologically and because 
we believe its employment may save millions from super-worry, we have advocated its use over and 
over again, for this purpose. Play your favorite pieces before going to bed . . .  when you waken in the 
morning, this thought will be your first shaft of mental and spiritual sunshine… there is a glorious 
rainbow in the sky for everyone who only will look up to it instead of everlastingly down toward the 
earth. The world is being born again, and you must look forward to a new life of constructive 
helpfulness.” Cooke, “The Curse of Super-Worry.” 
168 “Life in these days exacts drastic penalties.  Millions of people spend their waking hours in a 
neurotic condition . . . seek simplicity and honesty and absence of artificiality . . . think less and feel 
more . . . Lovely music is unquestionably a part of the divine plan.” James Francis Cooke, “Broken 
Strings,” Etude, Editorial, LIII, no. 1 (January 1935): 3. 
  64 
parents of young music students, populated the magazine for seven decades. By assuring 
their child was educated in the right kind of music, parents who read The Etude were 
assured “the money spent for a musical training is an investment in a character building, 
intellect developing means of personal advancement which cannot be secured in any 
other way.”169 
 As established, music, and music education in particular, were, according to The 
Etude, the most dependable defenses against Evil.170 In verbal and visual discourse, 
music was frequently presented as an advancing army whose troops were forged by an 
alliance of the music teacher and the students’ parents. Soldiers were needed to man the 
front line. The private music teacher was promoted to the front ranks, shouldering the 
dual responsibilities of offensive aggressor and defensive shield. In the former, their 
weapon was the “noble purpose” with which they would “uplift[t] mankind . . . to strive 
to teach the truth, to refine and to purify the characters and tastes of your youth.”171 The 
target was well defined:  “Aim to make life more beautiful and yourself more useful; help 
to lift up mankind.”172 
The message was never more succinctly reinforced than in one particular editorial 
and accompanying illustration published at the peak of the Great Depression. Millions of 
Americans, utterly defeated by the failed economy and with little hope in sight, were 
                                                          
169 Theodore Presser, “Confidence,” Etude, Editorial, XXVII, no. 1 (January 1909): 7. 
170 “The answer to the Evil of Ragtime Music for example, was to counterbalance it with music of a 
higher quality. “The more one studies, and the higher one gets . . . into the empyrean, the more will he 
chafe at rhythmic cabining and cirbbing . . .” Converse, “Rag-Time Music.”  
171 Contemporary music educators also explore these “noble educational goals” and “noble ideals.” 
Estelle R. Jorgensen, Transforming Music Education (Bloomington: Indiana University Press, 2008). 
172 Theodore Presser, “Have A Purpose,” Etude VIII, no. 6 (June 1906): 93. 
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“lifted out of themselves in the battle of life and given new resolution, decision, grit, 
energy, vigor, self-reliance, pluck and the iron will to fight all obstacles”173  by 
participation in patriotic music. To render the message in visual format, the Philadelphia 
artist Hy Gage (1878–1971) illustrated an advancing United States military band 
“Rout[ing] Out The Gloom Dispensers” of fear, hate, poverty, and crime (Plate 10).174 
With a clear set of offensive directives, the defensive duties were then enumerated: 
protect American society, define its culture, and, most importantly, shield her children. 
Classical music was needed to safeguard the State in the future, “lay the foundations of 
character through training our children at home, in the church, and in the public 
schools.”175 
The consequences of failure were presented in frightful detail (Plate 11).176 The 
Etude found powerful voices to warn parents of boys that sons who were raised without a 
solid music education rooted in the right genre might be headed for a life of crime. Lewis 
E. Lawes, then the warden of Sing-Sing prison, claimed that 98% of the inmates in his 
prison at that time were never associated with any type of boys club or musical 
                                                          
173 Gage, Hy. “Music Routs the Gloom-Dispensers.” Etude L, no. 2 (February 1932): 85. 
174 Ibid. 
175 “Only a few years ago some aggressive, free-thinking school managers contrive to have the daily 
reading of the Bible suppressed in some schools. Not long thereafter impartial observers noticed that 
the pupils were not so tractable or so well behaved as formerly, and that the lack of ethical injunctions 
was making a noticeable difference in the characters of The Little Folks. Then other educators brought 
to light the time old truths that learning in itself does not necessarily make character, and then the 
young need the continual inspiration of beautiful thoughts, beautiful pictures, beautiful flowers, 
beautiful poems and beautiful music. It is very probable that those schools in which the reading of the 
Bible has been abandoned will return to the fine old custom.” Frederic W. Burry, “Music and the 
State,” Etude XXXV, no. 3 (March 1917): 197; Theodore Presser, “Ethics in Education,” Etude 
XXIX, no. 8 (August 1911): 511.  
176 James Francis Cooke, “Compare These Two Scenes,” Etude XLIV, no. 10 (October 1926): 714. 
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activity.177 The Etude elaborated further: “There can be no doubt that, if many of the 
thousands of men in prisons had been engrossed in the delights of music study, at home 
and in groups, they would never have been behind bars.” The apothegm was direct: 
“Think Of It, Mr. And Mrs. Parent!” 178 
Only one person in the United States spoke with more authority than the warden 
of a famous prison on the subject of law and order. He was a towering figure of order and 
discipline, and he wrote directly to Cooke, commending the editor of The Etude for 
proposing to American parents that a musical education protected children against the 
dangers of juvenile delinquency. “Nothing should command greater interest and effort 
than the problems of directing youth into those paths which will ultimately lead to solid 
and useful citizenship,” wrote J. Edgar Hoover, the director of the Federal Bureau of 
Investigation.179 Hoover expressed dismay in “the statistics and cases which (sic) pass 
over my desk indicating the alarming participation of youth in crime.”180 
For the parents of young boys, such words of warning from revered and 
knowledgeable sources surely packed a powerful wallop. For those concerned about 
daughters raised without the protection afforded by a strong musical education, The 
Etude forecasted futures that were equally dire, if less punitive. The teenage girl unable to 
play the piano and sing was a social outcast, according to a 1929 advertisement for The 
Etude (Plate 12).181 A group of young men, impeccably dressed, and joyously animated, 
                                                          
177 Cooke, “The Perilous Blessing of Leisure.” 
178 Ibid. 
179 “J. Edgar Hoover, May 10, 1924 - May 2, 1972,” Folder, Federal Bureau of Investigation, accessed 
May 1, 2017, https://www.fbi.gov/history/directors/j-edgar-hoover. 
180 J. Edgar Hoover, “Letter to the Editor” Etude LIV, no. 12 (December 1936): 810. 
181 Cooke, Francis Sherman. “What Is the Center of Attraction in This Picture?  It Always Pays to 
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are drawn to a young woman who is playing the piano and singing from a previous issue 
of The Etude. She is “the center of attraction” of the four men, three of whom are gazing 
adoringly at her while only one looks directly at the music. Her musical education has 
made her a “magnet … in our modern social and cultural life.”182 
Off to the side, alone, despondent, slouched back in a chair and staring out into 
oblivion is a young woman who did not learn music. She “bitterly regrets that her musical 
training was neglected” as her friends ignore her and instead cheerfully focus on the 
musical party only a few feet away.183 The fate of life as a spinster could be avoided by 
securing musical skills, making a young woman “a more valuable prize in the marriage 
gamble.”184 
Once married, a bride was compelled to keep her musical skills intact, lest her 
groom seek feminine pleasures elsewhere. After all, it was “her musical ability that 
attracted him to his sweetheart” in the first place. Should the wife become “entirely 
indifferent to the aesthetic influence of music in the home,” her husband is likely to “drop 
any of their efforts to please,” and instead find “feminine refinement” in “the club.”185 
                                                          
Study Music.” Etude XLVII, no. 6 (June 1929): Back cover. 
182 Ibid. 
183 “Let us take a glimpse into the future. You will be a woman some day. If you work hard and 
practice well during this preparatory period, you will then realize the witchery of your power and your 
magnetic influence: it will be to you glamour of delight. You will sometimes be where there are 
gatherings of cultured, intellectual, musical people, and you will be asked to add to the pleasure of the 
evening. Then your hours of practice will serve you as you never realized before. Some lovely 
harmony will be deep graven on your mind. Memory will be true, and you will only have to let the 
music flow from steady hand. Will you not feel repaid for your struggling days of toil?” Presser, 
Theodore. “To Pupils.” Etude XIII, no. 5 (May 1895): 104.  
184 “[B]eing “accomplished” generally was judged to render a girl a more valuable prize in the 
marriage gamble; her little singing and piano playing was not only an amorous lure…, it was also a 
way of confirming her family’s gentility.” p. 268. Loesser, Rothstein, and Barzun, Men, Women and 
Pianos. 268 
185 “The club would not be so much blamed for keeping men away from home in the evening if the 
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The duties of maintaining the home fell squarely and solely to the Mother of the 
family.186 Due in part to the customs of the time, but augmented by the social tenets of 
gender assignments and championed by the magazine itself, The Etude assumed that the 
Mother was the parent to whom all child-rearing responsibilities, including music 
education, would fall. The Etude maintained that the Mother’s duty was to guarantee a 
seamless transfer of responsibility from the teacher’s studio to the home. 
Conversely, the Mother was frequently blamed for failure. If a student distracted 
during their practice time, the Mother was at fault (Plate 13).187 If she did not supervise 
her child’s practice time carefully, bad habits would emerge (Plate 14).188 When her child 
dallied in the “wrong” type of music (most often dismissed as “trash”), the Mother’s 
musical ignorance was the culprit (Plate 18).189 The Mother was compliant in the demise 
                                                          
wives did not make the grievous mistake of giving up music after marriage. The average man is tired 
when he gets home from business, and after dinner he needs some diversion from the day's routine. It 
was her musical ability that attracted him to his sweetheart, perhaps, or even if not an expert in the art, 
he no doubt, counted it a charming accomplishment that she could play Chopin expressively and same 
old Scotch ballads with sentiment and feeling. But after marriage too many young women seem to 
become entirely indifferent to the aesthetic influence of music in the home, though they are quick to 
bewail the fact if their husbands drop any of their efforts to please. In the days of courtship the 
sweetheart nearly always finds (sic) his fiancé at the piano, her willing fingers bringing forth the soft, 
rippling strains that seem to envelop her in an atmosphere of ideal feminine refinement. But when 
sweetheart has become benedict, the grating of his latch-key in the lock is all the music that greets him 
on his home coming, unless the maid servant is humming “After the Ball” as she sets the dinner 
table.” Theodore Presser, “Music, Home and Wife,” Etude XIII, no. 6 (June 1895): 127. 
186 James Francis Cooke, “Parent, Teacher, Child—Triangle or Trio?” Etude, no. 11 (November 
1952): 17. 
187 Edwin John Prittie, “Why Doesn’t She Get Ahead?,” ed. James Francis Cooke, Etude, “The 
Etude” Educational Cartoons, XXVIII, no. 4 (April 1910): 265 L.  
188 Ibid; Edwin John Prittie, “Why Does She Tire of Practicing?,” ed. James Francis Cooke, Etude, 
“The Etude” Educational Cartoons, XXVIII, no. 5 (May 1910): 337 L. 
189 Edwin John Prittie, “Puzzle: Find the Mozart Sonata.,” ed. James Francis Cooke, Etude, “The 
Etude” Educational Cartoons, XXVIII (July 1910): 479 R; Edwin John Prittie, “How Could The 
Teacher Know?,” ed. James Francis Cooke, Etude, “The Etude” Educational Cartoons, XXVIII, no. 
11 (November 1910): 735 L. 
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of her child’s future if she allowed a music lesson to be skipped (Plate 17).190 However, if 
a Mother meddled too much, she became a source of interference and distraction for a 
teacher (Plate 15).191 Finally, any Mother involved in the Women’s Suffragette 
movement, ignoring her responsibilities in the home, would deny her child both attention 
and security (Plate 18).192 
The Etude acknowledged “the position of the mother in the American home has 
been revolutionized by the American magazines for women” 193 while maintaining its 
commitment to a highly specific niche audience. The readers of The Etude had resolved 
their previous problems of “circumstance and vicissitude,” with “dignity, courage and 
self-possession,” empowering her to “(keep) up with her children in their battle for 
success.” 194 
  
                                                          
190 Edwin John Prittie, “My Daughter Has a Headache and Can’t Come for Her Lesson.,” ed. James 
Francis Cooke, Etude, “The Etude” Educational Cartoons, XXVIII, no. 5 (May 1910): 337 R. 
191 Prittie, “How Could The Teacher Know?” 
192 Theodore Presser, “Never Too Late,” Etude, Editorial, XXXI, no. 2 (February 1913): 89. The 
Suffrage movement will be discussed in more detail in an upcoming section. 
193 “The days when the mother’s position in our homes was to cook, wash and slave unrelentingly at 
the household shrine are gone. Care for the home is her first duty, but this care includes a 
consideration for the intellectual and social welfare of those who compose the home. Music has 
become one of the most desirable factors in making the home loved. The mother should by all means 
be a musician, and she should fight to keep up her musical work in after life, if only for the welfare of 
her children.”  (The expression “after life” here presumably refers to marriage and parenting, and not 
the contemporary Christian meaning of the ascension of the soul.) Theodore Presser, “The Mother’s 
Part,” Etude, Editorial, XXVII, no. 4 (April 1909): 235. 
194 Ibid. 
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Frankie 
“Parents, Beware!” 
Pamela Dennis’s exhaustive catalogue of all the articles and editorials published 
in The Etude chronicles that the magazine maintained a remarkably consistent focus on 
specific social subjects.195 It published hundreds of articles and editorials extolling the 
concept that a musically literate culture could serve as a powerful weapon with which the 
American people could stand down all foes. A collection and analysis of those articles 
alone could provide more than enough primary source material for another dissertation. 
But any compilation of written articles, however vast and consistent, would not address 
my hypothesis that The Etude’s continuous verbal discourse was reinforced when visual 
commentary in the form of original illustration was added. Therefore, to begin this 
particular exploration, I shall attempt to discover the earliest example of music education 
used as part of a “Good vs. Evil” metaphor by The Etude and to examine the role of the 
private music teacher in its implementation.  
Was it possible that one solitary, isolated music teacher constructed the belief that 
she could contribute, in her own small way, to the future direction of the entire American 
culture, based upon nothing more than her exposure to the articles and illustrations she 
encountered in one monthly magazine? And, was it possible that the belief was based 
largely upon discourse that reinforced her preexisting concepts of “Good and Evil”? If so, 
could it have all started one ordinary, nondescript day in August in 1934? One 
                                                          
195 Pamela Dennis, An Index to Articles Published in The Etude Magazine, 1883–1957 (A-R Editions, 
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unexceptional day in the middle of the Great Depression, insignificant save for its 
miserable heat when the humidity filled every room, even in the early morning hours? 
The torrential rainstorms that pop up occasionally late in the afternoons brought no relief, 
but instead only issued a blanket of steam rising from the sidewalk. 
She probably finished the breakfast dishes, fed the dogs, wiped her hands on her 
apron and resolved that she would spend most of today in the parlor. Her husband 
bought a brand new air conditioner machine for that room a few years before, just before 
the Hoover Depression hit.196 With it on and the other doors closed, the dogs had a 
favorite napping spot, the piano stayed in tune, and her students were comfortable. 
Anyway, she promised Pastor Wilkins she would play one of the Chopin Nocturnes this 
Sunday during the offertory and she needed to decide which one.  
She started to leave the kitchen when she suddenly remembered: water. Twice a 
day, five days a week, from April through November, Frances (“Frankie”) Louise 
Herron Wheeler took a tall glass of cold, ice water from the kitchen to the front porch 
and placed it on a small wicker table directly under the mailbox. She balanced a small 
saucer on the top to keep the flies out. Two ice cubes. It was for the mailman, Mr. 
Cartwright, to quench his thirst on especially hot days. 
And, if Frankie was busy teaching or out running an errand to the market or 
whatnot, she always left the ice water right there for him. Of course, Mr. Cartwright’s 
                                                          
196 Eugene Lyons, Herbert Hoover: A Biography, (New York: Doubleday, 1964); William Safire, 
Safire’s Political Dictionary, Revised edition (Oxford ; New York: Oxford University Press, 2008). 
My grandmother detested all things associated with the Republican Party. The Civil War was, to her, 
“The War of Northern Aggression,” and the Great Depression was always the “Hoover” Depression. 
  72 
glass must be washed carefully and thoroughly after he drinks from it, what with him 
being a Negro and all.197  
“Good morning, Mrs. Wheeler! Are you home?” A big, booming voice emanated 
from the front porch, broke the silence, and filled the house. On that particular hot day, 
Mr. Cartwright was ahead of schedule. He was already on the porch and rummaging 
through his mail pouch. She hurried from the kitchen, his ice water in hand. Four 
spirited Chihuahua dogs, “Segue,” “Coda,” “Bach,” and “Clara,” hopelessly sought just 
a bit of traction on the polished hardwood floors, their short legs a frenetic blur of 
useless energy as they raced to the front door, eager to defend their territory.  
“Oh, Land Sakes Alive, dogs, hush!”  
Mr. Cartwright’s smile and efficiency were equally reliable. Their ritual went 
virtually unchanged for over twenty-five years. Twice a day he called her by name, and, 
in return, she knew the names of all his children and grandchildren, and the news of his 
family.  
“Mrs. Wheeler, you have a lot of mail this morning,” he said, exchanging her 
delivery for the glass of ice water. She preferred to place the water down and let him pick 
it up, but today their hands touched. She flinched, but hoped he didn’t notice. He did, but 
he wasn’t surprised.  
“Will I see you again this afternoon,” she asked as the screen door slammed shut 
                                                          
197 The “negro” was an acceptable term in white society in 1934. By the time I became aware of racial 
inequities, Mr. Cartwright’s son, who inherited his father’s mail route, was “the nice colored man.” 
Tom W. Smith, “Changing Racial Labels: From ‘Colored’ To ‘Negro’ To ‘Black’ To ‘African 
American,’” Public Opinion Quarterly 56, no. 4 (January 1, 1992): 496–514, doi:10.1086/269339; L. 
M. (Lewis Marshall) Hagood, The Colored Man in the Methodist Episcopal Church (Cincinnati, OH: 
Cranston & Stowe, 1890), http://divinityarchive.com/handle/11258/2146. 
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again.  
“Could be, Mrs. Wheeler. Could be,” his voice faded as he retraced his path, 
walked back down her steps, and resumed his route. “Thanks for the water!” He always 
said thank you. Why can’t they all be like that, she wondered that morning, and would 
continue to ponder as future decades of disturbance erupted across the nation. 
She always dropped the stack of mail on the dining room table as she headed 
towards the parlor. Glancing down quickly, she noticed a few bills; another letter to her 
husband from that dreadful cousin of his in Albuquerque, always asking for money and 
complaining that the Dust Bowl had ruined all the farmland; a notice from the church 
about the ice cream social; and, what else? Oh, look! The new Etude is already here!  
No matter how busy her day, no matter what might need a quick stir on the stove, 
her day stopped when a new issue of The Etude Music Magazine arrived in the mail. She 
would never admit it to herself of course, but The Etude was her personal lifeline to the 
outside world of music she yearned for, her deeply held secret, and her very own 
decadent indulgence. Its pages were filled with her fantasy life, her “if only”s. But, it 
was easy to justify, even during the Hoover Depression: After all, The Etude wasn’t just 
for her—Heavens, no! The Etude was for her students, she reasoned. And, even during 
the worst days of the Hoover Depression, Frankie required—well, encouraged—the 
parents of all her students to purchase their own individual subscriptions. If ten or more 
of her students obliged, Frankie enjoyed a 50% discount on all of her music purchases 
from the Theodore Presser Company. And her subscription for the following year was 
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renewed gratis.198 
Nevertheless, even with all of those justifications, she felt her heart beat a little 
faster each time a new issue arrived. She quickly wiped her hands dry on her apron and 
almost ran to the parlor; the Chihuahuas again struggling against the laws of physics as 
their legs windmilled on the floor. Oh, this was Frankie’s favorite day every month. A 
brand new Etude! 
She pushed open the swinging door and all but flew into the cool, dry, air-
conditioned haven that awaited her in the parlor. There it stood, proudly dominating the 
center of the room: her ebony Chickering parlor grand piano, her pride and joy. She 
bought it on terms199 from that nice little Jewish man200 in Houston way back in 1919 
using her own money for the down payment, money she earned from years of giving 
piano, voice, and violin lessons to the children and adults in Humble and Goose Creek. 
For fifteen years, she kept to a strict set of rules regarding her piano. First, that nice Mr. 
Gundersen, who also tuned the church piano, tuned Frankie’s Chickering four times a 
year. Second, Annie, the cleaning girl and Mr. Cartwright’s niece, knew not to touch it 
as she dusted the rest of the house. Finally, Frankie’s students marched to the kitchen 
                                                          
198 Theodore Presser, “Subscription Offers,” Etude XXI, no. 12 (December 1903): 505. Incentives also 
included a dictionary of musical terms, and full color prints such as “Wotan’s Departure” by Hermann 
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“Roaring 20s.” Lendol Calder, Financing the American Dream: A Cultural History of Consumer 
Credit (Princeton University Press, 2009). 
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nineteenth century. N. Valman, “Little Jew Boys Made Good:  Immigration, the South African War, 
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End and East Africa, ed. E. Bar-Yosef (Springer, 2009), 45–64; Nathan Asch, “Only So Big?—A 
Puzzler.,” Commentary; New York, N. Y. 13 (January 1, 1952): 489–491. 
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sink to thoroughly wash and dry their hands before every lesson. Those ivory keys 
required extra care. Her husband and daughter joked that she loved that darn piano more 
than them. “Maybe so,” she would chuckle silently to herself. 
She placed The Etude on the music stand, and automatically pulled up the stool 
beneath her without taking her eyes off the magazine. It was a three-legged swivel stool, 
with each of the three claws grasping a beautiful, crystal clear-cut glass ball. It was 
topped with a brand new cushion, embroidered for her birthday last March by the ladies 
at the church auxiliary. 
Oh, The Etude cover was very disappointing that month! She recognized 
Schumann’s image right away, but she wondered why he looked so forlorn? And why 
all the dreary brown and grey colors? She remembered those beautiful, lavish covers of 
the 1920s. Where were those opulent illustrations that she studied for hours on end? She 
figured that they were they just another victim of that dreadful Mr. Hoover. The new 
National Recovery Act logo was on the cover again that month, just as it had been on 
every cover since the previous October (Plate 1).201 It was a hopeful omen that maybe 
that darling President Roosevelt could restore the jobs lost by Mr. Hoover, and she 
didn’t care one little bit that her husband thought otherwise. (Her father, a child of 
Reconstruction, begged her not to marry a Yankee Republican, but she didn’t listen.)  
But, no matter: She was far too eager to get to the printed music pages to worry 
about such foolishness. The printed music was usually placed in the middle of each 
issue, which allowed a subscriber to easily pry open the staples with a butter knife, 
                                                          
201 William S. Nortenheim, “Robert Schumann,” Etude LII, no. 8 (August 1934): front cover. 
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remove the music pages, and then press the staples back down again. Frankie always 
found good material for most of her students, from her youngest beginners who needed 
the telephone book as a booster seat, to the high school students who just might major in 
music at Southern Methodist University one day. Most issues also had one or two pieces 
for her violin pupils and occasionally a new hymn for her soloists in the church choir. 
She would read the articles late at night, long after the dinner dishes were done. The 
house would be cooler, and her Noxzema cold cream facial would be set. 
Frankie quickly flipped her way through the first pages of articles and 
advertisements when suddenly she stopped and gasped, her eye caught by an illustration 
on the editorial page. There, on page 449, in stark black and white, was a fascinating 
illustration with compelling optics (Plate 2).202 A beautiful, expansive home stood alone 
in an immaculately trimmed yard. The house was surrounded by neither neighbors nor 
land, but seemed instead to be adrift in a vacuum of vulnerability. Over the home, in 
opposite corners, the sky held two enormous, conflicting symbolic weather indicators, 
but for a few moments, she probably did not even notice the fair skies on the right 
portion of the illustration. Instead, her focus would be drawn to the massive, dark storm 
moving in from the left, threatening the home with wind, rain, and bolts of lightning. 
The words she read would have struck fear in her heart, each contained in its own, 
individual dark cloud.203 
How did The Etude know she had worried herself sick over each and every one 
                                                          
202 James Francis Cooke, “WHICH The Hurricane Or the Sunshine?  Parents, Protect Your Homes!,” 
Etude, Editorial, LII, no. 8 (August 1934): 449–50. 
203 Ibid. 
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of these problems that seemed to threaten her culture, her world? “Booze” was 
everywhere, even right here in Goose Creek, ever since those fools repealed Prohibition 
the previous year. 204 And, with alcohol out in the open, smoking was even more 
prevalent, and there—right there!—the editors wrote “Cigarettes” in the foreboding sky. 
And, yes, a new “Dance Hall” had indeed opened just a month before, right in the 
middle of her town, where respectable people were forced to walk by. She was told that 
it played that perfectly dreadful “Cheap Jazz” until all hours. “Yes,” she thought, “The 
Etude is absolutely right. The country is indeed under attack.” 
Her left hand reflexively covered her heart. Then, as she read the headline under 
the illustration, that same hand silently rose from her chest to form a cup over her mouth 
as she read the headline: “Which: The Hurricane or the Sunshine?  Parents, Protect Your 
Homes!”205 Oh, the new music laying just a few pages ahead would have to wait this 
month. She would simply have to read this editorial right away. Rising from the piano 
stool and settling down in her rocker for a serious read, her eyes never left the page.  
The editorial confirmed all of her darkest trepidations. She read of the 
“pornographic press,” the “Bacchanalian stupor,” and a “Neroesque orgy” that were 
invading the country.206 As she continued reading, she became aware of a considerable 
increase in her heart rate. But why was it racing? Was it from the fear she felt as she 
read of a “kind of war dance around the youth of today”? Or, perhaps anger boiled up 
when she read that if a boy is permitted to smoke, he is “invariably a liar.” With each 
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passage of text, she glanced back at the illustration. It confirmed every line. It’s likely 
she wished the word “Sex” wasn’t so prominently displayed because nice Christian 
women didn’t need to see that.  
Only when she read further in the editorial and saw that music held the power to 
fight off these evil predators did she even notice that the sky in the illustration also 
offered a beautiful, full sun, its shafts of light containing all the balms needed to bind the 
nation's wounds. The Etude reiterated again that music education created a “home-
centered family, safe—guarded by the fascinating domestic study of music…” Her lips 
silently moved as she read further that, “ . . . we foresee that music must be one of the 
means that parents will employ to steer their children away from the perilous rocks of 
modern fast living.”207 
“Yes,” she sighed in relief, “Music.” Her position as the only music teacher in all 
of Goose Creek, Texas, was indeed far more important than just to teach the lines and 
spaces to the children and adults in town and to supplement her husband’s reduced hours 
at the refinery. Her presence there was vitally important, and her impact reached far 
beyond the oil fields on the horizon. As the town’s music teacher, she was responsible to 
instill those “old Americans standards of right” that the article espoused. She was a 
member of “the most desirable, the most remunerative, the most dignified of all 
professions, more even than the profession of law, medicine, or the pulpit”208 and as 
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208 James Francis Cooke, “The Age of Music,” Etude, Editorial, XLI, no. 9 (September 1922): 586. 
“There is a magnificence about music which no other profession possesses. It reaches heavenward. If 
it has any barrier it is that special endowment and rare gifts are required to rise to great heights. 
Therefore, the greatest need is very obviously that of raising the … standards of musicianly attainment 
and scholarship of the rank and file as well as of the great leaders in professional work. Everything 
  79 
such, her responsibilities were staggering. 
She remembered a smaller, less prominent, but strikingly similar illustration with 
equally vivid written discourse that was published in The Etude two years earlier (Plate 
3).209 In “Which? Capitalizing Leisure with Music Study,” readers were presented with a 
small collage packed with powerful iconography. The outside world was fraught with 
danger: Children were lined up to buy tickets to a “Gangster” movie; a young couple 
cuddled in the back seat of a convertible while and a young, unescorted woman entered a 
“cheap dance hall.” Combined, the vignettes presented “a crisis in American life.” 210  
Meanwhile, safely at home, a young boy played on a grand piano. A woman, 
possibly his mother, was seated in a large armchair, and focused in rapt attention. The 
boy read music from a printed score, reinforcing the superiority of classical (read, non-
improvised) music. Their spacious living room was notable for the presence of a Pilgrim 
slat-back chair and a trapezoid “Tavern” table, the latter specifically designed to anchor a 
wall. Together, those two particular pieces, popular in the religious communities found in 
the suburbs of Philadelphia, infused the image with a sense of history and security. Music 
and patriotism combined with Protestant values were reinforced in this refined, safe, 
musical home. The extended caption reinforced the iconography. Like the editorial in the 
same issue, “The Perilous Blessing of Leisure,”211 the text admonished subscribers to 
reject the temptations of the morally bankrupt nation and instead fill the leisure hours 
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afforded by the Great Depression with the security and tranquility found only in the 
confines of a classical music home. 
The very first issue of The Etude (October 1883) has similar inculcations, and 
my grandmother wasn’t alone in absorbing them. Presser dedicated his new magazine to 
private teachers just like Frankie, and he warned his readers:   
We have in this country certain conditions that exist nowhere else, which 
are continually strengthening themselves, and which operate to lower the 
musical taste. These conditions have obtained so strong a hold that they 
will be very difficult to overcome.212 
 
Thinking of my grandmother looking at that illustration, I imagine it permitted 
her to mentally check off each item of cultural worth streaming down from the heavenly 
sky, while confirming to herself that she participated in each and every one in the fight 
against the evils knocking on every American door. Yes, she was important. The Etude 
made her feel valued, necessary, and a crucial force for holding up the fabric of 
goodness in the culture, and she could feel a little less afraid. She had moral purpose. 
This tale, only marginally fictionalized, ends here. For now, we will leave Frankie 
right there, rocking in her air-conditioned parlor, the dogs asleep at her feet. We will 
leave her carefully studying the illustration at the top of page 449 in the August 1934 
issue of The Etude. We will leave her fearful of the lingering effects of the Roaring 20s, 
fretting over the far-reaching impact of the Jazz Age, and worried that the economic 
downturn that her husband claims might just worsen are all illustrated right there with 
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frightening reality. But, we will also leave her reassured that she herself represents those 
components emanating from the right side of the illustration. Of the nine redemptive and 
defensive ideals streaming down from the sun in that illustration, Frankie knew she was 
directly involved with at least six. She felt a sense of pride. She felt a renewal of purpose. 
Yes, she was important. 
Eighty years later, I, her inquisitive grandson, ponder that same illustration. I 
wonder if it was part of The Etude’s larger narrative or merely one melodramatic outlier. 
Was the accompanying editorial also just an isolated exception, or did The Etude always 
present such fearful, anxiety-producing discourse to my grandmother and thousands of 
other subscribers? Or, did my grandmother examine earlier illustrations in The Etude that 
laid the groundwork for this one? If so, were they equally stark in their visual 
representation of various evils? Were they also augmented with captions or editorials 
filled with such Sturm und Drang?213 It is also necessary to understand the larger 
political, historical, economic, and cultural milieu that gave rise to the very scenes I am 
recounting here.  
In order to understand the background of the combined effect of word with image, 
my inquiry began by seeking to discover the first visual manifestation of evil that was 
printed in The Etude and explore any possible trajectory from that origin to the “Parents, 
Beware!” illustration that Frankie was still studying in the comfort of her air conditioned 
parlor as she and the dogs slowly dozed off for an unexpected nap.  
                                                          
213 Again I defer to David Constantine, this time his succinct and thorough examination of the “Sturm 
und Drang” phenomenon.  A Novel in Two Books, Reprint edition (Oxford ; New York: Oxford 
University Press, 2012). 
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 “Moral Emblems”214 or “Evil at a Glance” 
“The use of comic pictures to show an evil at a glance has never been applied to 
the education side of music hitherto . . .”215 
The journey took three centuries and nine thousand miles, but Cesare Ripa’s 
theory of iconology finally arrived at the clapboard house at 802 West Alamo Street in 
Goose Creek, Texas one spring morning in 1910.  Spring was my grandmother’s favorite 
time of year, and that was an especially perfect day. From the window over her kitchen 
sink, she gazed out on the sumptuous wildflowers in her backyard, dancing about in the 
cool, dry breeze. Sure, spring was short on the Gulf Coast, and the brutal Texas heat 
would soon bear down with oppressive humidity, but not just yet; that day was perfect. 
The breakfast dishes were finished, her husband was off to work, the dogs, “Brahms,” 
“Treble,” and “Anton,” were fed, and the house cool and quiet. 
It was time to get busy. Three students were coming that afternoon, and she 
needed to organize the parlor. She needed to make time to brush up a few pieces for the 
United Methodist Women’s meeting for the following Tuesday. It couldn’t be any of her 
favorites—Chopin or Beethoven—because, truth be told, no one there would appreciate it, 
anyway.216 She could always sing and play “Ah, Sweet Mystery of Life” again. She would 
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absolutely not play one of those dreadful “Rag” tunes, no matter how many times the 
minister’s wife asked. 
“Mrs. Wheeler? Are you home?” The Chihuahuas sprang into action at the sound 
of the mailman’s booming voice echoing through the house, forgetting yet again that 
traction was impossible on polished wood floors. Oh, she forgot his glass of water! 
“Wait a minute, Mr. Cartwright!” she called back, hurrying into the kitchen.  
“Don’t go make an extra effort on my account, Mrs. Wheeler. It’s cool today, 
and I ain’t thirsty.” 
“Oh, are you sure?” 
“Yes, ma’am,” he answered, rummaging through his mail pouch, “but thank you 
kindly.” She might not have realized it, and of course, she would never admit it to herself, 
but she enjoyed her twice-a-day chats with Mr. Cartwright ever since he took over the 
route last year. “How is Mrs. Cartwright feeling today?” she asked. “It’s getting close, 
isn’t it?” 
Mr. Cartwright beamed with pride. “Yes, ma’am, any day now.” 
She opened the screen door with one foot while restraining Felix and Fanny with 
the other. Their glass of water tradition served two purposes: She felt good about 
replenishing his thirst, reminding herself of her Christian duty, but it also ensured that Mr. 
Cartwright would need to put her mail delivery in the mailbox to pick up the glass. She 
could extract the mail later, and thereby avoid physical contact with a Colored Man. On 
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those few occasions when their hands actually touched, she instinctively flinched. She 
couldn’t help it, she reassured herself, but also didn’t want to hurt his feelings. She didn’t 
know any way through such conflicting realities. Today, however, he knew how to avoid 
the mutual discomfort. He had a secret deep in his mailbag that he knew would please her. 
“I got a surprise for you, Mrs. Wheeler,” he said with a grin, as he playfully 
withdrew the collection of mail in a gesture of mock teasing. 
“What?  A surprise?” she asked eagerly. “What is it?” His voice took on a 
singsong quality, like a parent on Christmas morning. 
“It’s that magazine you like so much!” 
“The Etude!? Is it here already?” She practically leapt with joy. 
“Yes, ma’am. It’s here a week early.” She all but ripped the delivery from his 
hand, not caring one bit if their hands touched this time. 
“Oh, thank you, thank you!” she squealed like a schoolgirl, making him laugh 
out loud. 
“Oh, Mrs. Wheeler, you sure are crazy!” He continued to laugh as he walked 
back down the steps, and resumed his route. 
As she did one day every month when the new issue of The Etude arrived, she 
abandoned all of her other plans. She quickly dropped the rest of the mail on the dining 
room table and took The Etude with her into the parlor, Felix and Fanny at her heels. 
“Oh, the cover is so pretty, all gold and blue!” she said out loud, as she eagerly 
made her way to the piano, with only the dogs to hear. Her fingers lightly hovered over the 
cover as if it were a precious gift and not just another monthly magazine. She read aloud, 
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projecting her trained voice for an invisible audience that awaited her performance. 
“The Etude—April, 1910. For All Music Lovers.217 Now, who is that? Is that 
Jesus on the cover? Oh, no, no, no. It’s Orpheus! And there is his lute, too. Would you just 
look at that? One, two, three, four. Four lutes! Oh, it’s just too pretty for words!” Her 
fingers lightly traced across the images (Plate 4).218 
Seated at her piano, Frankie immediately turned to the middle pages, eager to see 
what new music might be waiting. Her conversation was partially audible, but as a 
devotee of sight-reading, she loved the challenge of playing a few measures of new pieces. 
The first selection attracted her attention immediately. 
“Oh, a ‘Brilliant Waltz.’ This looks like fun!” With a quick giggle, and 
remarkable virtuosity, Frances plays the opening seventeen bravura measures, delighting 
in her skillful ability to negotiate the treacherous arpeggi that span the length of the 
keyboard. How she exults in her technique, especially in the sweeping crescendo that 
culminates in a hand-over-hand climax, but when she reaches the fermata on the 
penultimate top E-flat of the keyboard, she sighs. While that one solitary note continues to 
fill the parlor, she allows herself a feeling moment of melancholy. 
“I really am wonderful. I am as good as anyone.” Her finger continues to depress 
the E-flat as she slowly closes her eyes. In her mind, she permits herself a brief moment of 
fantasy. 
Suddenly, her audience is not three sleeping Chihuahuas, but instead a cheering 
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throng of thousands, glittering in their opulence, standing on their feet to cheer her artistry. 
She is not just a homemaker in a small oil town outside of Houston. She is not bored with 
the parade of untalented students, nor is she frustrated with a husband who only cares for 
baseball. No, for a few moments she is a world-renowned pianist, her life filled with great 
music, bestselling recordings, First Class travel from one triumphant engagement to the 
next, and maybe a Stage Door Johnny or two waiting to whisk her off to an elegant dinner. 
The high E-flat slowly vanished as her momentary reverie dissolves. Yes, the 
day The Etude arrived was always one of great joy and excitement. But, why did she 
always allow herself to indulge in these silly dreams that only served to ultimately dampen 
her mood? Why did she fantasize about another life, a life that was—well—impossible? 
The pain was real, the illusion was not. No, of course that is not a tear in her eye. For 
Heaven’s sake, no. Annie, her cleaning girl, did not do a very good job with her dusting 
duties this week. Now an annoying fleck of dust has irritated her eye. It’s all Annie’s fault. 
It is most certainly not a tear. 
A quick sigh, a readjustment of her shoulders, a clearing of her throat, and she 
continues to flip through the pages of music. 
“Two duet transcriptions of opera arias for piano. Those could be good for the 
Waldrop girls on the fall recital . . . and, thank goodness, here is something new for her to 
play on the church organ next week. She always needed a new challenge for services on 
Communion Sunday. That new minister is so awfully slow . . . a violin solo with piano 
accompaniment? Wonderful! One of her violin students’ needs more sight reading work. 
And look at this: a duet for church. “Piano or organ” it says right here, “Soprano and Alto 
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or Tenor and Baritone.” Perfect for Easter!  But, it is rather long. How many pages? 261, 
262, 263 . . .  
As she turns the page again looking for the end of the duet, her eye is 
immediately diverted. There, on page 265, is a banner headline: “The Etude” Educational 
Cartoons (Plate 5).219 A drawing of a little girl playing the piano, but she seems oddly 
distracted. Then, next to that, a separate drawing of a strange looking man who seems to 
be scaring a different little girl. How peculiar! She reads the introductory text, again 
partially aloud. When she comes across the name of Charles Dickens she remembers A 
Christmas Carol. But who was “Cruickshank (sic)?” Frankie remembered reading 
something about Tom Nast and Boss Tweed, but nothing more specific.220 
The next sentence, however, rivets her attention: “The use of comic pictures to 
show an evil at a glance has never been applied to the education side of music hitherto . . . 
“221 
“Evil,” she says aloud. “Yes, Evil. Evil is with us. Evil is everywhere.” 
 Suddenly, that slightly melancholy piano teacher, sitting alone at her piano in 
Goose Creek, Texas, who only moments before was standing on the stage of Carnegie 
Hall, basking in the adulation of her adoring fans, converted herself into a pietistic 
arbitrator of cultural taste, a bourgeois magistrate of political dichotomies, and a 
                                                          
219 Edwin John Prittie, “The Etude” Educational Cartoons, ed. James Francis Cooke, Etude, “The 
Etude” Educational Cartoons, XXVIII, no. 5 (May 1910): 337. 
220 “New York's incredibly bad government was a frequent theme, and the fight against its corrupt 
political machine furnished one of the liveliest episodes of the period” p.6. Mott, A History of 
American Magazines. 
221 Edwin John Prittie, “The Etude” Educational Cartoons, ed. James Francis Cooke, Etude, “The 
Etude” Educational Cartoons series, XXVIII, no. 4 (April 1910): 265. 
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somewhat self-righteous social critic with unfailing moral fortitude. She knew Good 
when she saw it, and she certainly knew Evil when it appeared, too. There was never any 
question in her mind: Right is right and Wrong is always wrong.222 
I imagine my grandmother continuing to work her way through the music in the 
new issue, but her thoughts would keep returning to the new cartoon series. She would 
read it first thing that night, after the dinner dishes were done and her Noxzema cold 
cream facial was again—as it was every night—set. She would have been excited by the 
prospect that The Etude encouraged readers to mail in their reactions if they wanted “The 
Etude” Educational Cartoons to continue. Oh, yes! She would send off a postcard right 
away. I’m sure she thought that maybe if she wrote something extra thoughtful, that nice 
Mr. Presser, way up north in Philadelphia, would read it himself. 
We will never know if Frankie did indeed respond to the invitation extended at 
the end of the first installment of “The Etude” Educational Cartoons. It encouraged 
readers to “just drop us a postal with the line—Please continue Cartoons.”223 It is clear, 
however, that The Etude received a highly positive response from its subscribers. In the 
next issue, the series not only appeared again, but was elevated to the top of the page. 
There it would stay for a total of seven months, constituting fourteen individual cartoons 
with specific captions.224 
The series was dedicated to a visual examination of Evil as it appeared in the 
                                                          
222 “They [parents] have a feeling that in music as everywhere else there is a good and a bad.” W.S.B. 
Matthews, “Patrons Have Duties To The Teacher,” Etude XXII, no. 3 (March 1904): 102. 
223 Prittie, “The Etude” Educational Cartoons. 
224 I will examine thirteen of the fourteen installments. The December installment was an examination 
of ill-behaved audience members. My focus is on the relationship between music teachers, their 
students and the parents of their students. 
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private music teaching profession. The cartoons, created by the American illustrator 
Edwin John Prittie (1879–1960), with captions written by an anonymous member of The 
Etude’s editorial staff, were introduced to the reader with the assertion that “comic 
pictures [can] show evil at a glance.” An examination of the cartoons produces more 
questions than answers: What specific Evils motivated the editors to publish this cartoon 
series? How did those Evils affect the image of the American music teacher; and are 
those same “Victorian Ghosts”225 still haunting the discourse of music education in the 
United States? Why would The Etude invoke the memory of a distant political scandal as 
justification for its foray into the cartoon genre? Finally, the crucial question remains: 
Why would a magazine that purported to exist for the support of private music teachers 
expand itself into larger moral, political, and societal issues? 
Ripa’s “moral emblems,”226 conceptualized on scraps of wrinkled parchment in a 
distant time and place, now revised and presented to a world convinced it was under 
siege, suddenly became the catalyst for one solitary woman to achieve her dream of 
lasting importance.    
 
 
 
  
                                                          
225 Martha Banta, Imaging American Women: Idea and Ideals in Cultural History (New York: 
Columbia University Press, 1989). 
226 Ripa, Iconologia: Or, Moral Emblems. 
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RESEARCH QUESTIONS   
“A Legacy from Pan”227 
“The rare qualities of analysis, order, energy, and will ...  
crystallized emotion and made of it a legacy to posterity.”228 
 
 
The final version of the research questions for this dissertation represented the 
culmination of “a long, glorious grind.”229 Most dissertations establish research questions 
early in the process. As a music iconographer, I fashioned a series of interrelated research 
questions that sought to explore the construction and function of an idealized type of 
music teacher as produced in commercial illustrations. I wanted to discover how 
commercial imagery works and how it is used. The initial questions asked if commercial 
illustrations invoke aspirational qualities in their viewers and if the establishment and 
reinforcement of a certain status quo was defined by commercial images. Do commercial 
images attempt to centralize power with the editorial board and thereby exert control over 
the readers? Those initial research questions slowly changed as I became aware of the 
issues and the impact of inherited legacy in music education.  
As prospects for the sample base were collected, considered, and reviewed, the 
formidable 1910 cartoon series in The Etude Music Magazine emerged as a potentially 
powerful contender for this research.230 Upon closer examination of the cartoons, the 
original research questions began to modify. Not only was the idealized type of music 
                                                          
227 Tod Buchanan Galloway, “A Legacy from Pan,” Etude L, no. 1 (January 1932): 15–16. 
228 Theodore Presser, “Consistent Energy,” Etude XVII, no. 6 (June 1899): 196. 
229 “[S]he knows that the path to artistic excellence is a long, glorious grind.” George Hahn, “Why She 
Succeeds,” Etude XXVII, no. 1 (January 1909): 52. 
230 The sample base selection process is discussed in “Sample Base: Criteria and Selection” pp. 85-89. 
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teacher constructed in commercial imagery, but perhaps even more pressing, it seemed 
that she was held responsible for protecting the larger society from infinite “Evil”s. The 
music-teacher-as-torch-bearer image quickly emerged.231  
Autoethnography evolved as an aspect of the methodology, which is evident in 
the non-linear chronology of the dissertation's development. It follows this significant 
modification to the traditional dissertation chronology. Instead of fixing research 
questions near the start of the dissertation process and then embarking on a quest to 
answer those inquiries (perhaps forcing the researcher to disregard other pertinent 
discoveries in the process), autoethnography encourages the researcher to first simply 
amass the data. As the sample population grows and expands, recurrent themes most 
likely begin to emerge. Those themes in turn produce organic inquiries, research 
questions that are borne from academic discovery, rather than questions held in rigid 
constraint by preordained mandate.232 This phenomenon of permitting the data (in this 
case, the images themselves) to ask their own questions had the additional benefit of 
addressing the unsettled question of W.J.T. Mitchell, “What Do Pictures Want?”233  
                                                          
231 Torchbearers were American music teachers who were “determined to foist their own definition of 
refinement on the unsuspecting masses to whom they have felt superior . . . reverential to the Western 
canon . . . repelled by the crass commercialized culture . . . rejected or at least underestimated the 
importance of the pastimes, parades and rituals . . . disdained the popularity of jazz and burlesque, and 
hoped to lure young people from entertainments they deemed shallow . . . feared the boldness of 
atonal music” (p. 3), Karen J. Blair, The Torchbearers: Women and Their Amateur Arts Associations 
in America, 1890-1930 (Indiana University Press, 1994); See also Lawrence Levine, 
Highbrow/Lowbrow: The Emergence of Cultural Hierarchy in America (Cambridge, MA: Harvard 
University Press, 1988). 
232 “Some autoethnographers do not explicitly identify or include research questions, often because a 
research question is unknown at the beginning of a project and/or because a question would disrupt 
the flow of the text/story” (p. 155). Tony E. Adams, Stacy Holman Jones, and Carolyn Ellis, 
Autoethnography, Understanding Qualitative Research (Oxford, New York: Oxford University Press, 
2014). 
233 W. J. T. Mitchell, What Do Pictures Want?: The Lives and Loves of Images (Chicago: University 
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In addition to the initial research questions that interrogated commercial images 
and cultural aspirations, the maintenance of status quo, and the exertion of power over the 
reader, the research began with two indisputable givens: first, my maternal grandmother, 
Frankie, was a passionate disciple of all things Etude and, second, her influence on me, 
both as a musician and as a primary adult role model, was profound. With those factors in 
agreement, the research questions became clear: 
 
1. How, if at all, did my grandmother’s engagement with The Etude Music Magazine 
shape the development of my identity as a music teacher?  
2. To what extent, if at all, does the legacy of The Etude Music Magazine influence 
elements of private music teacher identity in music education today? 
 
The first question will be answered by the research itself. It will seek to identify 
and examine external influences that might have contributed to the creation of a private 
music teacher’s identity in the early 20th Century. Once established, the research will 
then incorporate family history, personal memories, and anecdotes concerning Frankie to 
discover if her identity and behaviors were the learned result of the discourse she found 
in The Etude. Given the nature of the research, it is impossible to make a determination 
stronger than a high degree of likelihood, which if determined, would provide sufficient 
evidence to interrogate the construction of my own identity, inherited directly from my 
grandmother, and therefore linked back to The Etude.  
The second question probes broader implications for contemporary private music 
educators. It seeks to discover if commercial illustrations published in 1910 hold any 
                                                          
Of Chicago Press, 2006). 
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relevance in the 21st Century. An examination of current trends in music education might 
reveal that some of the issues that were present in the 1910 cartoon series persistently 
remain unresolved today. This research will benefit private music teachers who struggle 
with questions and issues related to identity, power inequities, and societal expectations. 
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METHODOLOGY: MUSIC ICONOGRAPHY 
“It is a cunning compound of two studies.”234 
 
Contemporary researchers credit Erwin Panofsky, along with his colleagues in 
Hamburg and later at Princeton, with the establishment of modern iconography.235 As a 
research method, iconography seeks to identify the individual components discovered in 
a given subject. In its broadest sense, iconography can be succinctly identified as “the 
identification of subject matter in art works.”236 However, music iconography, first 
championed by Emanuel Winternitz at the Metropolitan Museum of Art,237 specifically 
examines “the visual representation of musical topics”238 in an effort to identify “musical 
thought.”239 Baldassarre concurs, observing that “music iconography applies and behaves 
as traditional iconography research in general.”240 McKinnon is even more direct:  
“Musical iconography is simply iconography applied to pictures with musical subject matter.”241 
                                                          
234 James Huneker, “Pegasus Flies Across Parnassus,” Etude XXXIII, no. 9 (September 1915). 
235 Panofsky’s Hamburg colleagues included Aby Warburg and Fritz Saxl. At Princeton, Panofsky 
was, in his words, “exposed to an art history without provincial limitations in time and space.” Willem 
F. Lash, “Iconography and Iconology,” in Oxford Art Online (New York ; London: Oxford University 
Press, 2003), http://www.oxfordartonline.com/; Ann Buckley, “Music Iconography and the Semiotics 
of Visual Representation,” Music in Art: International Journal for Music Iconography 23, no. 1/2 
(1998): 5–10; James W. McKinnon, “Musical Iconography:  A Definition,” Music in Art: 
International Journal for Music Iconography 2, no. 2 (Spring 1977): 15–18. 
236 James W. McKinnon, “Musical Iconography:  A Definition,” Music in Art: International Journal 
for Music Iconography 2, no. 2 (Spring 1977): p. 15. 
237 Emanuel Winternitz, Musical Instruments and Their Symbolism in Western Art: Studies in Musical 
Iconology (New York: W. W. Norton & Company, 1967). 
238 Ann Buckley, “Music Iconography and the Semiotics of Visual Representation,” Music in Art: 
International Journal for Music Iconography 23, no. 1/2 (1998): p.5. 
239 Ibid,  p. 16. 
240 Antonio Baldassarre, “A Discipline Without a Compass?  Observations on the Current Situation of 
Music Iconography Research” (New York, 2015), p. 7. 
241 James W. McKinnon, “Musical Iconography:  A Definition,” Music in Art: International Journal 
for Music Iconography 2, no. 2 (Spring 1977), p. 16. 
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Furthermore, music iconography assumes that “the main purpose of visual representation 
of music . . . is indeed to convey extra-musical messages.”242 It seeks to discover “how 
and why a given people experienced music.”243 
Although Winternitz later modified Panofsky’s original model by applying it 
specifically to music, Panofsky was nevertheless Winternitz’s starting point. Therefore, it 
is necessary to begin this research with an understanding of Panofsky’s model. Panofsky 
established three specific levels of iconographical research,244 each to be delineated here. 
To facilitate the following discussion, the image “The Society Insult,”245 will be 
analyzed. The analysis will be performed with the guidance of “The Three-step Analysis 
Model of Erwin Panofsky” by Antonio Baldassarre.246  
 Panofsky’s first stage of analysis, pre-iconography, identifies the components in 
the image. It is a process of indexing and numeration and therefore “is not a special  
                                                          
242 Ann Buckley, “Music Iconography and the Semiotics of Visual Representation,” Music in Art: 
International Journal for Music Iconography 23, no. 1/2 (1998), p. 7. 
243 Richard Leppert, “Seeing Music,” in The Routledge Companion to Music and Visual Culture 
(Routledge Taylor & Francis, 2014), p. 9. 
244 Erwin Panofsky, Studies In Iconology: Humanistic Themes In The Art Of The Renaissance (New 
York: Oxford University Press, 1939). 
245 This is the only image from “The Etude” Educational Cartoon series that is omitted from the full 
dissertation. Without the presence of or reference to a music teacher, music student, or the parents of a 
music student, it did not meet the first criteria for inclusion. However, it will serve here as an example 
of iconographic analysis. Edwin John Prittie, “The Society Insult,” ed. James Francis Cooke, Etude, 
“The Etude” Educational Cartoons, XXVIII, no. 12 (December 1910): 807 L. 
246 Antonio Baldassarre, “A Discipline Without a Compass?  Observations on the Current Situation of 
Music Iconography Research” (New York, 2015), p. 11. I would like to thank Professor Baldassarre 
for having provided me with a copy of his lecture “A Discipline Without a Compass? Observations on 
the current situation of music iconography research”, delivered at the 2015 joint conference of the 
International Association of Music Libraries, Archives and Documentation Centres (IAML) and the 
International Musicological Society (IMS), New York City, 21-26 June 2015. The figure bases and 
summarizes insights of Erwin Panofsky (1972) Studies in Iconology: humanistic themes in the art of 
the Renaissance. Oxford: Icon Edition, and Jaś Elsner and Katharina Lorenz, “The Genesis of 
Iconology Critical Inquiry,” 38(3) (2012), pp. 483-512. 
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Figure 1.  Antonio Baldassarre. “A Discipline Without a Compass?  Observations on the Current 
Situation of Music Iconography Research,” 2015. 
 
privilege of scholars trained in art history.”247 For researchers who study images 
containing musical components at the pre-iconographic level, no specific knowledge of 
                                                          
247 Ibid. 
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musical minutiae is expected or required.248  
A pre-iconographic examination of “The Society Insult,” according to 
Baldassarre, would focus on “who” and “what” questions that lead to an identification of 
the elements contained in the image, including the environment and historical content. 
(Figure 1.) Panofsky further allows “the depiction of a beautiful, ugly, sad or happy, 
eminent or dull human being.”249 In addition, the pre-iconographic analyst is expected to 
possess a basic understanding of the art style in use and its particular historical relevance. 
According to those criteria, the following example is a pre-iconographic evaluation of 
“The Society Insult”:  
Fourteen adults, all in formal attire of evening dresses, tuxedos and jewelry are 
assembled in an ornate room; twelve are situated in the background, engaged in 
small, animated conversations. A man sits at a piano, his hands on the keyboard. 
Illegible music is spread on the music stand, and a bust stands on the right. The 
pianist’s gaze is directed to a woman seated in the foreground. Her attention is on 
the small dog on her lap. The image suggests an after-dinner diversion in the 
parlor an upper-class home, possibly in European fin de siècle or the American 
“Gilded Age” time period. The illustration is rendered in pen and ink, and, as 
was the custom in “The Golden Age of Illustration,” the artist is not credited. 
 
With the requirements of the pre-iconographic level satisfied, the researcher can 
progress to Panofsky’s second level of research, iconography, defined as “the use of 
visual materials as evidence within any historical discipline.”250 The ultimate goal of 
iconography is to discover “the meaning of a depiction.”251 It returns to the previously 
                                                          
248  “The musically ignorant cannot fully understand the image,” Richard Leppert, Music and Image: 
Domesticity, Ideology and Socio-Cultural Formation in Eighteenth-Century England (CUP Archive, 
1993), p. 129. 
249 Erwin Panofsky, “On the Problem of Describing and Interpreting Works of the Visual Arts,” trans. 
Jas Elsner and Katharina Lorenz, Critical Inquiry 38, no. 3 (2012): p. 470. 
250 James W. McKinnon, “Musical Iconography:  A Definition,” Music in Art: International Journal 
for Music Iconography 2, no. 2 (Spring 1977), p. 18. 
251 Antonio Baldassarre, “A Discipline Without a Compass?  Observations on the Current Situation of 
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established pre-iconographic findings to determine if further specificity might lead to 
greater illumination of meaning and perhaps preliminary connections of music and art 
“with the religion, philosophy, literature, science, political and social life of that same 
period.”252  
Panofsky and later Winternitz confined their definitions of iconography to basic 
denotation253 and fact-finding.254 As a positivist, quantifiable, and objective method, pre-
iconography closely resembles the more academically familiar method of content 
analysis.255 
Charged with two overriding questions (“What do the persons, animals, objects, 
etc. mean? What meaning does the arrangement of persons, objects, etc. convey?”256), an 
iconographer analyzing “The Society Insult” might submit the following representational 
précis: 
The pianist is the focal point of the image. Yet, his efforts are ignored by the 
assembled guests. We do not know the precise subject of their ongoing 
conversations. However, with none of the guests facing the pianist, we conclude 
that their discussions are not focused on his musical contributions but rather on 
private conversations. The technical ability of the pianist is considerable: He is a 
trained musician, able to read from printed music. His arms are spread wide 
across the keyboard, implying that his selection of music is of advanced 
                                                          
Music Iconography Research” (New York, 2015). 
252 Willem F. Lash, “Iconography and Iconology,” in Oxford Art Online (New York ; London: Oxford 
University Press, 2003), http://www.oxfordartonline.com/, p. 3. 
253 “For the art historian Erwin Panofsky, the denotation of a representation visual image is what all 
viewers from any culture and at any time would recognize the image as depicting (Panofsky 1970, 51-
3)” p. 73, David Chandler, Semiotics: The Basics (Routledge, 2017). 
254 Emanuel Winternitz, Musical Instruments and Their Symbolism in Western Art: Studies in Musical 
Iconology (New York: W. W. Norton & Company, 1967), p. 233. 
255 Like pre-iconography, content analysis is “rigorous and reliable,” built upon rules “which force a 
researcher to be methodologically explicit rather than rely unknowingly on 'unconscious' strategies” 
(p. 86); “Content Analysis:  Counting What (You Think) You See,” in Gillian Rose, Visual 
Methodologies: An Introduction to the Interpretation of Visual Materials (London: Sage, 2012). 
256 Antonio Baldassarre, “A Discipline Without a Compass?  Observations on the Current Situation of 
Music Iconography Research” (New York, 2015). 
  99 
complexity. Instead of a traditional piano stool or bench, he is seated in a spindle 
back chair, commonly used at a dining room table. The woman in the foreground 
is rendered with unnecessarily harsh, masculine features, in stark contrast with 
the traditionally feminine features of the other women in the background. Her 
focus is on the dog in her lap. The index finger of her right arm is pointed 
skyward, perhaps in an effort to engage the dog in a trick. Her behavior has taken 
the pianist's attention away from his performance. 
 
A few of those iconographical observations might lead to further questions. Why 
is the pianist performing in a chair imported from a dining room? Why is the woman in 
the foreground so gratuitously unattractive? Why is the pianist glaring at her and not at 
the other guests? 
It is at this point that iconology, the positivist method257 for objective inventory 
and documentation,258 is no longer adequate. Panofsky identifies such a precise moment 
as a transition, the point when he “breach[es] the limits of purely formal description: 
(when) [he] set[s] an additional requirement for further knowledge.”259 The “collection, 
classification and analysis of data from which the theme or subject of a work of art is 
                                                          
257 “[C]ontent analysis is positivist, objective, and quantitative,” Nancy Green Saraisky, “Analyzing 
Public Discourse: Using Media Content Analysis to Understand the Policy Process,” Current Issues in 
Comparative Education 18, no. 1 (2015): 26–41. 
258 Panofsky’s dependency of Karl Mannheim’s documentary method was absolute. “Panofsky cited 
Mannheim in the first of his iconology papers of 1932. He credited Mannheim as the source for his 
third level of interpretation, the “documentary meaning,” which Mannheim had derived partially from 
Panofsky's own interpretation of Riegl's Kunstwollen. Panofsky adopted far more from Mannheim's 
theory of interpretation than he credited to him. However, Panofsky codified Mannheim's three levels 
of interpretation in a far more systematic manner, suggesting the way one could validate an 
interpretation using correctives and without referring to causal explanations. Using Mannheim's 
model, Panofsky was able to shed the overly philosophical and obscure verbiage of his earlier theory, 
to make it a useful construct (tables 1-3 reveal the increasing clarity of his theory). Panofsky's most 
striking adaptation from Mannheim's essay was the little scene of the street encounter" p. 533. 
Joan Hart, “Erwin Panofsky and Karl Mannheim: A Dialogue on Interpretation,” Critical Inquiry 19, 
no. 3 (1993): 534–66. 
259 Erwin Panofsky, “On the Problem of Describing and Interpreting Works of the Visual Arts,” trans. 
Jas Elsner and Katharina Lorenz, Critical Inquiry 38, no. 3 (2012), p. 467. 
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deduced” 260 is incapable of answering questions of “why” a person or an object is 
present. A new level of research must be engaged if we are to illuminate deeper 
understanding that moves beyond the ocularcentric basis of pre-iconography and 
iconography.261 That level, iconology, will be the subject of a forthcoming chapter, 
discussed at length after the sample base has been amassed. 
  
                                                          
260 Willem F. Lash, “Iconography and Iconology,” in Oxford Art Online (New York ; London: Oxford 
University Press, 2003), http://www.oxfordartonline.com/. 
261 “The subject is not just music, it is music in a particular situation.” p. 205. Antonio Cascelli, 
“Music Treatises:  Metaphor as Experience in Vincenzo Galilei’s Dialogo Della Musica Antica e 
Della Moderna,” in The Routledge Companion to Music and Visual Culture (Routledge Taylor & 
Francis, 2014), 200–208. 
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Sample Base:  Criteria and Selection 
The Etude Music Magazine published thousands of illustrations in its 
approximately 900 issues,262 creating a virtual embarrassment of riches for music 
iconography research. For the purposes of this particular dissertation, however, a 
methodology was needed that would narrow the unwieldy sample base. Images from The 
Etude were required to meet established criteria, articulated in a series of keywords, to 
qualify for inclusion in the sample base. Keywords were chosen with a direct focus on 
establishing a sample base that would render findings applicable and relevant to 
contemporary music teachers. The keywords required that potential illustrations had to 
feature a music teacher, a music student, or the parent of the music student, alone or in 
combination, either in the actual image, or by reference in the caption. 
Second, the potential samples had to ultimately contain one overarching leitmotiv, 
a task for the music iconologist to determine. This criterion, a standard in traditional 
qualitative research, sought to further narrow the scope of the sample base to one 
consistent theme and to increase the possibility of establishing contemporary relevance.  
The third parameter dictated that only original illustrations, specifically created 
for publication in The Etude, were considered for inclusion in the sample base, a criterion 
that relied upon the findings provided by the implementation of music iconography. If an 
editorial or article was given the additional attention and resources required to 
commission and publish original artwork, then the content of the art, either implied or 
                                                          
262 This approximation includes cover art, interior, original illustrations, reproductions, and 
illustrations that accompanied advertisements. 
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specified, must have carried compelling weight in the opinion of the senior editor. 
Therefore, a closer examination of original illustrations was warranted. 
The fourth criterion proved more expansive than the others, and ultimately 
challenged three separate issues. First, the fourth criterion addressed issues of 
chronology, again the purview of music iconography. Until the early 1900s, The Etude, 
like most mass media publications, used simple, inexpensive reproductions for its rather 
limited visual adornments. Beginning with the May 1909 issue, however, original 
illustrations began to appear as part of articles and editorials. It was a time dubbed as the 
“Golden Age of Illustration” because American illustrators, primarily based in and 
around Philadelphia, were producing critically acclaimed commercial artwork.263 
Therefore, the fourth requirement demanded that samples for this dissertation be 
collected in a chronological order, beginning with the earliest examples.  
Next, the fourth criterion examining chronology complemented the 
autoethnographical component of this research. The “Golden Age of Illustration” 
coincided with Frankie’s burgeoning career as a private music teacher. In 1910, she was 
27 years old, and a new bride. Her roster of private piano, violin, and voice students was 
full, and beginning the steady crescendo that would continue through the next six 
decades. No longer relying upon her father’s financial support, Frankie’s income from 
her private music teaching became a crucial part of the newlywed’s household budget, 
and, as befitting her independent spirit, a source of her own autonomy and identity. The 
Etude was her constant obbligato—an indispensable resource in her professional career. 
                                                          
263 A complete discussion of the “Golden Age of Illustration” will follow. 
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Therefore, this research sought out samples that were published at a time when Frankie’s 
teaching career was infused with new energy and responsibility. 
The fourth criterion carried with it one final benefit, one that aims to further post-
dissertation professional goals. As previously established, the international community of 
music iconography has not yet examined American commercial illustration. I hope to 
contribute his research to that discipline, beginning with samples drawn from the 
“Golden Age of Illustration” because those samples carry the highest amount of critical 
respect and academic interest.264 
The fifth and final criterion required of a potential sample for inclusion in this 
research favored the implementation of music iconology. It required that an illustration 
considered for analysis be specifically published in tandem with an editorial or article. 
The Etude’s lavish covers are part of my ongoing research. Sometimes, however, those 
covers did not relate directly to written discourse found in the same issue. Since this 
dissertation focused specifically on the issues of an idealized type of music teachers, it 
was necessary to augment the analysis with corresponding text. 
Each of these five criteria, replicable individually or in combination by other 
researchers, were implemented at the start of the research. “The Etude” Educational 
Cartoons series, published between May and December of 1910, were discovered early in 
the exploration process.265 The series met each established criteria: first, a music teacher, 
                                                          
264 For a discussion of the potential expansion of music iconography see Ann Buckley, “Music 
Iconography and the Semiotics of Visual Representation,” Music in Art 23, no. 1/2 (1998): 5–10. 
265 The search for entries to the database followed a simple projectile. Beginning with the first issue of 
The Etude, the author inspected every page of each issue until he discovered the April, 1910 cartoon 
series. Once found, analyzed, and subsequently presented as a paper to the RIdIM conference at The 
Ohio State University (November, 2015), the author, in conference Antonio Baldassarre, agreed that 
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a music student, and/or the parent of the student was present in each installment; second, 
a single leitmotiv, the theme of ubiquitous Evil, connected the entire series; third, the 
cartoon series was original, specifically commissioned by The Etude and represented The 
Etude’s first foray into cartoons and coincided with the beginning of Frankie’s career; 
fourth, this research is the first of its kind presented to and published by The Répertoire 
International D'iconographie Musicale266 and; finally, each vignette had its own 
individual caption and that text was found to be closely related with other articles and 
editorials also published in The Etude. 
 
                                                          
the cartoon series offered an ideal subject for this research. 
266 William Keith Heimann, “‘Evil at a Glance’:  The Iconography of American Illustration As Found 
in The Etude Music Magazine,” in The Répertoire Internatonal D’iconographie Musicale:  15th 
International Conference (Visual Manifestations of Power and Repression in Music, Dance, and 
Dramatic Arts, Columbus, Ohio: The Ohio State University, 2015). 
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THEORY:   MUSIC ICONOLOGY 
 
As an inevitable result of iconographical findings, new questions begin to 
emerge,267 questions that ask why various components are present. What is the “inherent 
meaning”268 of an image, and what “systems of power and canons of value”269 are 
presented? The answers to such inquiries, however, lie well beyond the purview of the 
“simple identification of conventional subject matter”270 encountered in iconography. 
It is left – as mentioned above – to Panofsky’s third and final level of research, 
iconology, to answer such expansive and complex questions. The goal of iconology is to 
fully understand the connotation, influence, and meaning associated with or implied by 
the image and even the paratext, provided, in this dissertation, by the captions of each 
image and by the related articles and editorials. Just as music iconography was previously 
shown to closely resemble content analysis, here we discover similar parallels between 
music iconology and discourse analysis. Both music iconology and discourse analysis 
build upon the findings established by their preceding methodological “sister disciplines” 
(music iconology and content analysis, respectively271); both are theories that defy some 
                                                          
267 “Iconology ... starting from the results of iconography, attempts to explain the very basis for the 
existence of a work of art and its entire meaning” (p. 1).Willem F. Lash, “Iconography and 
Iconology,” in Oxford Art Online (New York ; London: Oxford University Press, 2003), 
http://www.oxfordartonline.com/. 
268 Antonio Baldassarre, “A Discipline Without a Compass?  Observations on the Current Situation of 
Music Iconography Research” (New York, 2015). 
269 W. J. T. Mitchell, Iconology, Image, Text, Ideology (Chicago: University of Chicago Press, 1986), 
p. ix. 
270 James W. McKinnon, “Musical Iconography:  A Definition,” Music in Art: International Journal 
for Music Iconography 2, no. 2 (Spring 1977), p. 18. 
271  That relationship, according to Neuendorf, is “techniques plus perspective/assumptions” Kimberly 
Neuendorf, “Content Analysis:  A Contrast and Complement to Discourse Analysis,” Qualitative 
Methods:  Newsletter of the American Political Science Association.  Organized Section on 
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set guidelines; and both strive to “provide a higher awareness of the hidden motivations 
in others and ourselves.”272 Neuendorf defines discourse analysis as “techniques plus 
perspective/assumptions,”273 an assessment related to the definitions of music 
iconography offered by Panofsky, Winternitz, and Baldassarre.274 
Just as the Why? questions posed by iconology are far more detailed and complex 
than the iconographical queries of What? and How many?, so too are the demands made 
of their practitioners. The iconographer, as previously discussed, needs a basic 
understanding of the components and themes of the image in order to complete the 
analysis. Iconology, in contrast, demands an expansive study and understanding of the 
social, cultural, historical, political milieu in which the image was created and 
received.275 At this point, when the iconographer’s interpretation of the received image is 
established through lived experience that the “implicit anthropological dimension of 
Panofsky’s model”276 is realized. 
                                                          
Qualitative Methods 2, no. 1 (Spring 2004): p. 34. 
272 Ruth Palmquist, “Discourse Analysis,” Words in Space:  Media Research Methods., n.d., 
http://www.wordsinspace.net/course_material/mrm/mrmdiscourseanalysis.html. 
273 Kimberly Neuendorf, “Content Analysis:  A Contrast and Complement to Discourse Analysis,” 
Qualitative Methods:  Newsletter of the American Political Science Association.  Organized Section 
on Qualitative Methods 2, no. 1 (Spring 2004), p. 34. 
274  “[I]nterpretation which arises from synthesis rather than analysis.” Erwin Panofsky, Meaning in 
the Visual Arts (Chicago: University of Chicago Press, 1983), p. 32; “[I]conographers should know a 
little iconology.” Emanuel Winternitz, Musical Instruments and Their Symbolism in Western Art: 
Studies in Musical Iconology (New York: W. W. Norton & Company, 1967), p. 233; “[A] mirror of 
expectations, interests and ideologies of a society.” Antonio Baldassarre, “The Iconographic Schubert: 
The Reception of Schubert in the Mirror of His Time,” RIdIM/RCMI Newsletter 22, no. 2 (1997), p. 
39. 
275 “To write about visual culture as a record of musical practice, one must know the specific histories 
that attach to the practice, one must understand, in other words, the various means—educational, 
technical, economic, aesthetic, etc.—by which it was made and its making was mediated,” p. 12. 
Richard Leppert, “Seeing Music,” in The Routledge Companion to Music and Visual Culture 
(Routledge Taylor & Francis, 2014). 
276 “And here you have the implicit anthropological dimension of Panofsky’s model, i.e. on the bottom 
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The iconologist seeks to assemble a narrative that defines two different 
relationships. In the first, the image itself is analyzed to answer questions similar to those 
stated at the conclusion the preceding section: “Why are the guests ignoring the pianist? 
Why is the hostess isolated from the other guests?”  The second area of iconological 
exploration examines the relationship between the producer of the image (a duality 
shared in this example by both the publisher of The Etude and the artist, Edwin John 
Prittie277) and the intended audience.278 What, for example, were the surrounding 
conditions that led to the creation of the image? Did the patron have expectations of the 
illustration? Was the image published in an effort to establish or maintain an unspecified 
level of societal hegemony? How might the peripheral setting of the image -- a museum, 
billboard, or magazine, for example -- influence the audience’s reaction to it?279 
In addition, the iconologist benefits from a synthesized worldview280 that includes 
                                                          
line it’s always the viewer who received an image and the relation created by this involvement that 
defines the iconological interpretation” Antonio Baldassarre, “Dissertation Notes,” January 14, 2019. 
277 As previously established, Edwin John Prittie was not a musician. “Analysis can be complicated ... 
when the creator of the picture, although a witness of the event, is not part of the music culture.” 
Tilman Seebass, “Iconography,” Grove Music Online, 2001, 
http://www.oxfordmusiconline.com/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000013698. 
278 Always remembering, of course, that “we are not the same audience,” as the original demographic 
in 1910. James W. McKinnon, “Musical Iconography:  A Definition,” Music in Art: International 
Journal for Music Iconography 2, no. 2 (Spring 1977), p. 18. 
279 For a contemporary examination of the connection between music iconology and socialization, see 
Jan Butler, “Album Art and Posters:  The Psychedelic Interplay of Rock Art and Art Rock,” in The 
Routledge Companion to Music and Visual Culture (Routledge Taylor & Francis, 2014), 180–87. 
280 “A worldview is a commitment, a fundamental orientation of the heart, that can be expressed as a 
story or in a set of presuppositions (assumptions which may be true, partially true or entirely false) 
that we hold (consciously or subconsciously, consistently or inconsistently) about the basic 
constitution of reality, and that provides the foundation on which we live and move and have our 
being.” James W. Sire, The Universe Next Door: A Basic Worldview Catalog (InterVarsity Press, 
2009), p. 20. 
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both constructivism and postpositivism.281 From that worldview, the iconologist must 
analyze the image with the addition of an examination of paratext.282 Like every 
installment of “The Etude” Educational Cartoon series, “The Society Insult” was 
published with its own expansive caption. The accompanying text creates a “semiotic 
disturbance” that provides the researcher with the opportunity to explore “the relationship 
between the figurative and the discursive elements.”283 
With those skills and expectations in place, a very limited iconological analysis of 
“The Society Insult” follows. The example below, presented for the purposes of example 
only, addresses the components in the image and does not make reference to the caption 
or other discourse. 
Music is not valued in this home. A family with a deep commitment to 
music would have a bench or stool always positioned at the piano. Here, the 
pianist has been given a simple stick chair similar to the one used by a female 
guest on the far left.  
The pianist is well aware that his musical efforts are imposing on the 
party.  His left foot engages the “una corda” pedal in an effort to minimize the 
volume, and thereby not disturb the conversations. His talents are thus reduced to 
mere “background” music for the revelers. 
The woman in the foreground is the hostess for the evening and clearly the 
villainess of the image. The illustrator has minimized her femininity--manly bone 
                                                          
281 “The source of the interpretation of intrinsic meaning is effectively the worldview of the interpreter 
... this source of knowledge is fundamentally subjective, and one may say that it’s absolutely personal 
nature is even more in need of an objective corrective ... Such a corrective does exist, and it belongs to 
the sphere of historically situated factuality which provides a boundary that must not be crossed by 
any interpretive ‘violence’ in order not to turn it into ‘roving arbitrariness.’” Erwin Panofsky, “On the 
Problem of Describing and Interpreting Works of the Visual Arts,” trans. Jas Elsner and Katharina 
Lorenz, Critical Inquiry 38, no. 3 (2012), p. 467. McKinnon also anticipates that American 
iconographers will approach research “with their positivistic cast of mind” and a “Puritican 
positivism,” James W. McKinnon, “Musical Iconography:  A Definition,” Music in Art: International 
Journal for Music Iconography 2, no. 2 (Spring 1977), p. 18.   
282 Paratext is defined by Jan Butler as “a text that is both distinct from and intrinsically linked to the 
main text.” “Album Art and Posters:  The Psychedelic Interplay of Rock Art and Art Rock,” in The 
Routledge Companion to Music and Visual Culture (Routledge Taylor & Francis, 2014), p. 186. 
283 Antonio Baldassarre, “A Discipline Without a Compass?  Observations on the Current Situation of 
Music Iconography Research” (New York, 2015), p. 5. 
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structure and flat bosom--because she has failed in her womanly duties. Societal 
expectations assigned etiquette practices to be a woman’s domain, making her 
responsible for the mood for the evening and the behavior of her guests. Instead 
of a formal announcement to the guests that the musical portion of the evening 
was to begin, she has separated herself from the others, leaving her guests to their 
whims. We know she has engaged the pianist for the evening because his 
beseeching expression is directed to her and not to the other guests. The insult of 
the title is derived from her attention to the dog in her lap and not to the 
proceedings or to the behavior of her guests. Because the hostess has insulted 
music and musicians, and because she has abandoned her societal 
responsibilities, the entire culture is in danger of “going to the dogs.” 
 
The various parts of this dissertation began to finalize: the methodology was 
iconography, and iconology was the theory. The next challenge was the construction of a 
research design that would allow iconology and iconography to complement one another, 
function simultaneously, and meet Baldassarre’s expectation “that scholars have to 
consciously render account of the potentials and pitfalls of any methodological 
approach.”284 
 
  
                                                          
284 Antonio Baldassarre, “A Discipline Without a Compass?  Observations on the Current Situation of 
Music Iconography Research” (New York, 2015), p. 13. 
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RESEARCH MODE: 
AUTOETHNOGRAPHY 
 
“I will heal your wounds of the present by recalling the past.”285 
 “Methodological principles must always be developed in relation to the subject which is 
investigated rather than treating the subject as a mere stimulus for methodological 
projections.”286 
 
Before the study could begin in earnest, the researcher was instructed to deliver an 
academically rigorous dissertation in an “expressive narrative style” 287 modeled in the 
style of a novel rather than a traditional dissertation.288 As such, iconology alone would 
be inadequate for three main reasons. First, Peircian semiotics provides only an outside-in 
perspective. To pen a gripping narrative, the outside-in voice would require a reflective, 
counter-balancing inside-out speaker as well to establish a logical, dramatically sound 
symmetry. For every hero there must be a villain.  
Finally, the original prospectus anticipated that the researcher himself would 
remain comfortably detached from the work, an envious and genial position, favorably 
                                                          
285 Beulah Winton Sickles, “An Interesting Aspect of the Romances of Frederic Chopin.,” Etude, no. 6 
(June 1914): 414. Chopin’s refers to his former lover Constantia Gladowska in a letter to an 
unidentified recipient. “What happened to her? Poverty stricken! Perhaps in the hands of the 
Muscovite soldiers! Ah, my life! Here I am, alone, come to me, I will wipe away your tears, will heal 
your wounds of the present by recalling the past.” 
286 Antonio Baldassarre, “Reflections on Methods and Methodology in Music Iconography,” Music in 
Art: International Journal for Music Iconography 25, no. 1/2 (Spring-Fall 2000): p. 35. 
287 “We particularly encourage submissions that are NOT in the traditional 5-chapter format. In 
addition, following an expressive, narrative style makes a lot more sense. You are NOT required to 
have a separate chapter for a literature review, nor are you expected to have a methodology chapter. 
Weaving the literature into the dissertation is preferable. I encourage you to think about writing a 
book, rather than a dissertation,” Dr. Andre de Quadros, “Dissertation Format Questions,” September 
9, 2016. 
288 “This is a novel, not a dissertation,” Dr. Kinh Vu, “Dissertation Format Questions,” September 27, 
2016. 
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suitable to his general demeanor. Dispassionate facts would be presented in precise 
jargon, adhering to a classical dissertation template, and void of any “rendering of the 
actual.”289 Sadly, no such impersonal luxury is afforded to the writer charged with 
composing in an “expressive, narrative style.290 Words can only take flight if the writer’s 
soul bears aloft.   
Creative nonfiction was a possible solution. The “true story, well told”291 offered 
the opportunity to weave the components of a narrative in and through the fabric of 
scholastic research. Creative nonfiction, however, has obtained only limited acceptance 
in academia, a realization that required further exploration to find a more appropriate 
alternative.292 The solution was discovered in autoethnography, closely related to creative 
nonfiction, and growing in scholarly acceptance.   
In the early 1990s, a group of scholars, led by Carolyn Ellis and Arthur Bochner, 
set out to reexamine and redefine the long-held pillars of traditional academic research.293 
                                                          
289 The theory of a “blurred genre” is a creation of Clifford Geertz. See Clifford Geertz, Works and 
Lives: The Anthropologist as Author (Stanford, Calif: Stanford University Press, 1989), p. 143. 
290 de Quadros, “Dissertation Format Questions.” 
291 “I’m the one doing the telling. I’m the one asking the questions. I’m the one deciding where we go, 
what we witness. I think it’s intellectually dishonest to pretend that’s not the case or to try to trick 
readers into believing that you’re an emotionless robot. I’m in every line of every story I write, even if 
the story has nothing to do with me, because I’m doing the telling. It’s no different than if I were 
telling you a story at a bar.” Matt Tullis, “Getting the Story:  A Roundtable Discussion,” Creative 
Nonfiction:  True Stories, Well Told, 2013, https://www.creativenonfiction.org/online-reading/getting-
story. 
292 “And to the extent that ‘nonfictional stories’ tolerate ambiguity, imagination, or creativity—indeed, 
subjectivity of any sort—they may be seen as diminished in terms of the reliability, validity, and 
objectivity so important for conventional forms of research are still reviled as tainted, dismissed as 
illegitimate half-breeds.” Tom Barone, “Creative Nonfiction and Social Research,” in Handbook of 
the Arts in Qualitative Research: Perspectives, Methodologies, Examples, and Issues, ed. J. Gary 
Knowles and Ardra L. Cole (New York: SAGE, 2008); Darrel N. Caulley, “Making Qualitative 
Research Reports Less Boring: The Techniques of Writing Creative Nonfiction,” Qualitative Inquiry 
14, no. 3 (April 1, 2008): 424–49, doi:10.1177/1077800407311961. 
293 Carolyn Ellis, Tony E. Adams, and Arthur P. Bochner, “Autoethnography: An Overview,” Forum 
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They believed that significant findings in social science research were often blanketed 
under an avalanche of academic verbiage, similar of Winternitz’s “sterile accumulitis.”294 
Their efforts produced a new research tool in which academically sound and theoretically 
grounded research findings are delivered in a highly personal narrative style that 
foregrounds the researcher.295 
Since its introduction, autoethnography has enjoyed growing acceptance across 
multiple disciplines. Research based on musical matters has proven to be highly 
compatible with autoethnography.296 Music iconography, however, is a highly specified 
discipline that demands a specialized vocabulary and a unique combination of analytic 
filters.  
No precedence exists for the use of autoethnography in music iconography. If the 
leading specialists in the field have not found autoethnography to be appropriate for their 
published works,297 would it be appropriate for a relative neophyte to the discipline to be 
                                                          
Qualitative Sozialforschung / Forum: Qualitative Social Research 12, no. 1 (November 24, 2010), 
http://www.qualitative-research.net/index.php/fqs/article/view/1589; ibid. 
294 Winternitz, Musical Instruments and Their Symbolism in Western Art, p. 232. 
295 “True stories, well told.” Tullis, “Getting the Story:  A Roundtable Discussion.” The similarities 
between creative non-fiction and autoethnography far outweigh their differences. The former might be 
academic in nature but can also be purely commercial. The latter is always the result of personal 
experience, rooted in academic inquiry, and might not seek commercial reward.    
296 Miroslav Pavle Manovski, Arts-Based Research, Autoethnography, and Music Education: Singing 
Through a Culture of Marginalization (Rotterdam: Sense Publishers, 2014); Brydie-Leigh Bartleet, 
“Behind the Baton: Exploring Autoethnographic Writing in a Musical Context,” Journal of 
Contemporary Ethnography 38, no. 6 (December 1, 2009): 713–33, 
https://doi.org/10.1177/0891241609341638. 
297 I refer specifically to the contemporary writings of Dr. Antonio Baldassarre, Dr. 
Zdravko Blažeković, and Dr. Richard Leppert, in addition to the earlier writings of Dr. Emanuel 
Winternitz. To date, music iconography has focused strongly on samples drawn from pre-20th Century 
art. (Some of my writings and also some significant writing of Cristina Santarelli focuses on 20th 
century and current topics). Therefore, autoethnography would be incompatible, as it demands the 
personal experience of the author. 
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the first to introduce it? Could autoethnography blend with Winternitz’s idealized hybrid 
theoretical tool? Could I approach the ideal established by Sarah Stahlk Wall when she 
sought “a moderate and balanced treatment of autoethnography that allows for 
innovation, imagination, and the representation of a range of voices in qualitative inquiry 
while also sustaining confidence in the quality, rigor, and usefulness of academic 
research.”298 
 Two facts emerged that forced this foray into autoethnography. First, 
autoethnography satisfied many of the unique demands of this dissertation. It welcomed 
an expansive examination of Winterntiz’s idealized theoretical tool. The researcher was 
able to move from a 1st person insider (i.e., the music iconologist), into a 3rd person music 
educator and music iconographer, rooted in theoretically substantive discoveries. The 
Peircian dilemma of a lopsided narrative was likewise resolved.299 
The second criterion, that of a dissertation that would benefit a broad range of 
academic readers, was similarly reconciled with the implementation of autoethnography. 
The dissertation had to meet the academic requirements of a doctoral degree in music 
education by demonstrating the traditional standards of academic rigor and contemporary 
relevance. Yet the findings are of equal importance to contemporary music iconography 
as it begins to expand into 20th Century American commercial illustration. That 
particular reader expects research discoveries that utilize a precise vocabulary, rooted in 
                                                          
298 Sarah Stahlke Wall, “Toward a Moderate Autoethnography,” International Journal of Qualitative 
Methods 15, no. 1 (February 29, 2016): 1609406916674966, doi:10.1177/1609406916674966. 
299 James Hoopes, ed., Peirce on Signs: Writings on Semiotic by Charles Sanders Peirce (Chapel Hill: 
The University of North Carolina Press, 1991). Peirce (1839-1914) cautioned that semiotics, a method 
of sign identification with close parallels to iconography, should always be balanced with equal 
attention to a theoretical, interpretative counterpart. 
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the discourse of a specific discipline. Autoethnography met both set of demands. 
Autoethnography is not without its critics. Before settling upon autoethnography 
as the methodology for this research, its weaknesses and flaws had to be addressed. Chief 
among the detractors are those who assert that autoethnography is far too close to 
psychoanalysis to justify its inclusion in the body of traditional scholastic research. Those 
critics believe that autoethnography encourages excessive and academically unsound 
introspection that usurps the intellectual rigor demanded of conventional research.300 
They most frequently cite the inability of autoethnography to demonstrate validity, 
reliability, and generalizability.301   
In response, the champions of autoethnography present strong defenses. Those 
practitioners assert that traditional structuralist understandings of validity, reliability, and 
generalizability, all fully justified and highly necessary in the exact sciences, are 
sometimes minimized in the social sciences.302 Indeed, the leaders in the field of 
autoethnography theorize that the aforementioned reason that many dissertations in the 
social sciences languish unread on library shelves is precisely because they were written 
in a format intended primarily for the physical sciences only.303 
                                                          
300  “It is usually distinguished from autobiography by its particular forms of analysis and its emphasis 
on experiences within the writer’s life that aim to illuminate wider cultural or subcultural aspects,” p. 
178. Jacquelyn Allen-Collinson and J. Hockey, “Autoethnography: Self-Indulgence or Rigorous 
Methodology?,” 2005. This research demanded a high degree of introspection in order to answer the 
second research question. Hence, the use of autoethnography was crucial.   
301 The most succinct discussion of the validity, reliability, and generalizability debate is found here. 
Carolyn Ellis, “Heartful Autoethnography” (The International Advances in Qualitative Methods 
Conference, Edmonton, Alberta, Canada, 1999), 669-, 
http://journals.sagepub.com.ezproxy.bu.edu/doi/pdf/10.1177/104973299129122153. 
302 Carolyn Ellis and Arthur P. Bochner, eds., Composing Ethnography: Alternative Forms of 
Qualitative Writing (Walnut Creek, Calif: AltaMira Press, 1996); Manovski, Arts-Based Research, 
Autoethnography, and Music Education. 
303 Mariza Méndez, “Autoethnography as a Research Method: Advantages, Limitations and 
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Autoethnography enthusiastically challenges the conventional definitions of 
validity, reliability, and generalizability.304 In autoethnography, validity refers to the 
ability of the writer to create a compelling narrative, so rich in evocative detail that 
verisimilitude is a fixed.305 Contingent upon autoethnographic validity is the researcher’s 
individual credibility, redefined in this methodology as reliability. The research “could be 
considered valid if it evokes in the reader a feeling that the experience is authentic, 
believable, and possible.”306 
If the reader is asked to rely upon the author’s credibility only if the theoretical 
engine advancing the narrative continuously hums quietly through the journey, does that 
alone satisfy the critics of autoethnography who question its academic rigor? Nicolas 
Holt argued that the “crisis of legitimation” regarding the academic rigor in 
autoethnography caused editors to reject his submissions based upon a perceived lack of 
traditional exactitude and objectivity.307  
This dissertation satisfies both validity and reliability as defined autoethnography. 
First, the narrative creates authenticity through a combination of personal memory, 
character development, and by proving connections with ongoing problems in music 
                                                          
Criticisms,” Colombian Applied Linguistics Journal 15, no. 2 (December 2013): 279–87. 
304 “[W]hen terms such as reliability, validity, and generalizability are applied to autoethnography, the 
context, meaning and utility of these terms are altered,” Ellis, Adams, and Bochner, 
“Autoethnography.” 
305 “For autoethnographers, validity means that a work seeks verisimilitude; it evokes in readers a 
feeling that the experience described is lifelike, believable, and possible, a feeling that what has been 
represented could be true. The story is coherent. It connects readers to writers and provides continuity 
in their lives,” Ibid. 
306 Nicholas L. Holt, “Representation, Legitimation, and Autoethnography: An Autoethnographic 
Writing Story,” International Journal of Qualitative Methods 2, no. 1 (March 1, 2003): 18–28, 
doi:10.1177/160940690300200102. 
307 Ibid. 
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education. Second, a consistent interplay between the narrative and the tenets of theory 
establishes the autoethnographic definition of reliability.308  
In addition to validity and reliability, autoethnography also redefines 
generalizability by taking the responsibility from the author and yielding it to the reader. 
If the reader finds that the newly defined standards for validity and reliability are present, 
generalizability is inevitable because the reader has connected to the process (meaning 
the theoretical findings) on an intellectual level, and has also made a personal connection 
to the product (the narrative).309   
Initially, I sided with those critics of autoethnography who fault it as an overly 
personal and emotion-ridden methodology that forces the researcher to engage directly in 
the findings.310 I looked forward to a traditional dissertation format, with the writing 
emerging from one, myopically focused, clearly defined trajectory. A public discussion 
of highly personal and sometimes uncomfortable reflections, integral to a successful 
autoethnography, is enormously awkward, and frankly, quite painful. I remain 
                                                          
308 “I would argue that a story's generalizability is always being tested–not in the traditional way 
through random samples of respondents, but by readers as they determine if a story speaks to them 
about their experience or about the lives of others they know. Readers provide theoretical validation 
by comparing their lives to ours, by thinking about how our lives are similar and different and the 
reasons why. Some stories inform readers about unfamiliar people or lives. We can ask, after Stake, 
“does the story have 'naturalistic generalization'?” meaning that it brings “felt” news from one world 
to another and provides opportunities for the reader to have vicarious experience of the things told The 
focus of generalizability moves from respondents to readers.” Carolyn Ellis University of South 
Florida, The Ethnographic I: A Methodological Novel about Autoethnography (AltaMira Press, 2003). 
309 “[A]utoethnography should at the outset accept the limitation that a single autoethnographic 
narrative analysis has no rightful purchase on generalizability.” P. 5. See also Peter Mcilveen, 
“Autoethnography as a Method for Reflexive Research and Practice in Vocational Psychology,” 
Australian Journal of Career Development 17, no. 2 (2008): 13–20. 
310 The term ‘navel-gazing’ is frequently invoked.  Jacquelyn Allen-Collinson and John Hockey, 
“Autoethnography as Valid Methodology?  A Study of Disrupted Identity Narratives,” The 
International Journal of Interdisciplinary Social Sciences 3, no. 6 (2008): 209–17; Sara Delamont, 
“Arguments against Auto-Ethnography,” Qualitative Researcher, no. 4 (February 2007): 2–4. 
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fundamentally introverted, and highly reticent to reveal personal matters to an 
indeterminate readership, preferring instead that private matters remain isolated.311 
Additionally, the use of autoethnography places a second burden on the 
researcher. As Holt relates in his account on working with his reviewers and dissertation 
committee, the author of an autoethnography is responsible not only for defending the 
research itself, but is often expected to explain autoethnography and justify its 
implementation.312 Such a task can easily require as much energy and time as is needed 
for the actual study. 
These issues regarding the criticisms of autoethnography, the responses from its 
practitioners, and the demands that a defense of autoethnography require, will be 
discussed further in the “Limitations” chapter to follow.  
In retrospect, however, it is clear that this dissertation would bear little 
resemblance to its final form if a traditional methodology had been utilized. The web of 
interdisciplinary and transdisciplinary connections,313 the historical back grounding, and 
                                                          
311 A third-person autoethnography is an acceptable option. See Adams, Jones, and Ellis, 
Autoethnography. However, the careful placement of each and every pronoun can prove exhausting to 
the writer and distracting for the reader. As an example, I point to Laurette by Marguerite Courtney 
(Rinehard, 1955). Courtney wrote a powerful biography of her mother, the stage legend Laurette 
Taylor, entirely in the third-person. 
312 “Researchers would be well advised to be persistent in their Autoethnographic intentions, and be 
prepared to face rejection and critiques of their chosen genre.  Resilience and conviction are required 
to pursue this methodology.” Holt, “Representation, Legitimation, and Autoethnography.” 
313 “In this respect music iconography is in good company with musicology, art history, psychology, 
cultural studies and so forth. This topical and methodological plurality is the result of the development 
of music iconography as a research field and its specific dependence on an interdisciplinary and 
transdisciplinary discourse to generate useful scholarly knowledge. Music iconography cannot 
function successfully without an interdisciplinary focus” Antonio Baldassarre, “The Jester of 
Musicology, or The Place and Function of Music Iconography in Institutions of Higher Education,” 
Music in Art 35, no. 1/2 (2010): p. 9; This research favors a transdisciplinary approach as opposed to 
interdisciplinary. In the latter, the research does not augment or diminish the individual parent 
discipline. In the former, however, the parent disciplines are expanded and enriched.  See also p. 450. 
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the connections between 1910 and 2019, would have been sacrificed upon the altar of 
tradition.  
Despite all the personal discomfort demanded and emotional vulnerability 
extracted, I am enormously grateful to the faculty members cited earlier who challenged 
me to reject tradition and peruse a “novel” approach (both the noun and the adjective are 
applicable here). Like other musicians who have written autoethnographic research, I 
realize in retrospect that the overall findings of this dissertation, the “ever shifting focus 
between levels: from the macro, wide sociological angle on socio-cultural framework, to 
the micro, zoom focus on the embedded self,”314 might have failed to emerge with clarity 
and purpose in any format other than autoethnography.315  
 
  
                                                          
314 Jacquelyn Allen-Collinson, “Autoethnography as the Engagement of Self/Other, Self/Culture, 
Self/Politics, and Selves/Futures,” in Handbook of Autoethnography (Routledge, 2016), p. 296. 
315 “No traditional musicological methods would have led me to this realization, they’re far too 
distanced and “objective.” Relationships are at the heart of what autoethnographers and musicians do. 
They unlock and reveal the complexities of our work. By openly talking about them, we present our 
experiences in a way that others can relate to, learn from, and maybe challenge,” p. 731. Brydie-Leigh 
Bartleet, “Behind the Baton”; Brydie-Leigh Bartleet and Carolyn Ellis, eds., Music 
Autoethnographies: Making Autoethnography Sing/Making Music Personal, General edition (Bowen 
Hills, Qld.: Australian Academic Press, 2009). 
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RESULTS 
 “The Etude” Educational Cartoons 
Regular readers of The Etude might have been surprised by the unusual content 
found in the April 1910 issue. First, the editorial page, usually reserved for multiple 
opinion pieces on various subjects, was unique in both tone and content. A banner 
headline proclaimed “Musical Faults Americans Must Correct.”316 The article extended 
an invitation to fourteen “distinguished musicians” to submit answers to the question, 
“Wherein Is American Musical Education Weak?” The responses varied in thesis and 
severity, but combined to produce an introduction to the broader visual examination of 
Evils that were to be found later in the same issue.317 
The fourteen contributors to “Musical Faults Americans Must Correct” were an 
eclectic assemblage of professional musicians, most of whom were somewhat familiar 
names to regular readers of The Etude by means of their original published compositions 
or as guest authors of featured articles. In keeping with The Etude’s editorial policy, the 
                                                          
316 Theodore Presser, “Musical Faults Americans Must Correct,” Etude, Editorial, XXVIII, no. 4 
(April 1910): 223. 
317 “Distinguished musicians, virtuosos, singers and teachers point out our shortcomings. An important 
Symposium in which many celebrated men and women in musical life have taken part….The Etude 
devotes its editorial page this month to the following symposium on an extremely vital subject. 
Ignorance of one's weaknesses is always a most dangerous condition. Expert physicians are often paid 
enormous fees for their abilities as diagnosticians. Their services in finding out exactly what is the 
matter with a patient are considered of prime importance. No cure can be effected until the cause of a 
trouble is accurately determined. Believing that our readers would like to have the opinions of eminent 
musicians upon our own weaknesses in musical education, we sent the following letter to many 
celebrated men and women. We desire to bring before our readers a symposium upon the subject 
‘Wherein is American Musical Education Weak?’ It will help thousands of earnest students and 
teachers in America to have the benefit of your opinion and experience in the connection, and we shall 
be very grateful indeed if you will send us a few words upon the subject. Among the many 
weaknesses that have been laid at the door of American musical training are great haste and in, lack of 
thoroughness, lack of proper foundational training, lack of proper ear training, lack of broad culture.” 
Ibid. 
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panel was comprised exclusively of classical musicians, overwhelming white, male, and, 
with only one exception, Christian. Fully half were music educators, either exclusively as 
their sole career focus, or as a parallel career to other musical obligations. 
The Italian soprano Luisa Tetrazzini (1871–1940) was listed first, perhaps due to 
her popularity in the United States as a recitalist and recording artist. The other singer on 
the list was the American baritone David Bispham (1857–1921). Four contributors to the 
symposium were American organists and composers of Protestant church hymns. They 
included James H. Rogers (1857–1940), Clarence Eddy (1851–1937), Edward Morris 
Bowman (1842 or 1848–1913), and Ernest R. Kroeger (1862–1934), the latter 
remembered as the founder of the American Guild of Organists. Those two organists 
were joined by three pianists, Emil Liebling (1851–1914), Fannie Bloomfield-Zeisler 
(1863–1927), and Alexander Lambert (1863–1929). William H. Sherwood (18541911), 
Arthur Foote (1853–1937), and Frank Damrosch (1859–1937) were primarily music 
educators. Damrosch, a member of one of America’s most famous musical families, 
founded the Institute of Musical Art, the first manifestation of what would eventually 
become The Juilliard School. 
Two rather unorthodox contributors completed the panel. The Philadelphia-based 
physician Dr. Henry G. Hanchett (1853–1918) published numerous medical books, 
including The Unconsciousness Man (1889) and Sexual Health: Male, Female, Marriage 
(1891). Simultaneously, Hanchett enjoyed a successful career as a music educator and 
author. He published The Art of the Musician: A Guide to the Intelligent Appreciation of 
Music (1905). His obituary in The Etude credited him with the creation of the sostenuto 
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(or, “middle”) pedal on the modern piano.318 Hanchett’s most enduring legacy in music 
education, however, was his pioneering work in the field of “correspondence courses,” 
the precursor of modern distance education. The Dr. Henry G. Hanchett Music School in 
New York advertised “The Hanchett System of Correspondence Study of Musical 
Theory” in 1906.319 The final member of the consortium was Henry T. Finck (1854–
1926), the chief music critic of the New York Post and author of Success in Music and 
How It Is Won (1909). 
Contributors were asked to identify deficits in American music education. The 
majority of answers pointed to a lack of willingness on the part of American musicians to 
give sufficient attention to details, the desire to hurry, and the absence of proper 
application and method in early musical training. The resulting imbalance between 
inadequate training and the hurried desire for success was a common theme. Only three 
musicians congratulated Americans on their high standards in music education, with 
Tetrazzini’s praise for the education of American singers especially enthusiastic. Each 
contributor’s signature was added to the conclusion of his or her remarks, adding 
iconographic authenticity to the article. 
The second surprise awaited readers of the April 1910 issue of The Etude, and it 
was even more dramatic and uncharacteristic than the unorthodox editorial. Cartoons 
were an established feature in American periodicals. Cartoon series, however, were a 
                                                          
318 Theodore Presser, “The World of Music,” Etude XXXVII, no. 11 (November 1918): 687. 
319 Henry Granger Hanchett, “Hanchett System of Correspondence Study of Musical Theory,” Etude 
XXIV, no. 5 (March 1906): 132. 
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relatively new addition in 1910.320 Their enormous popularity swept across every aspect 
of the publishing industry from the lowliest daily muckraker newspapers to highly 
respected journals.321 Encouraged by the “force of the cartoon in remedying social evils,” 
The Etude was willing to experiment with the popular new medium in order to further 
their editorial stance that married the musical with the social.322 
The introduction to their first installment of a cartoon series acknowledged this 
phenomenon: “The use of comic pictures to show evil at a glance has never been applied 
to the educational side of music hitherto.” The connection between cultural evil and the 
need for music education was further established. “The force of the cartoon in remedying 
social evils has been tremendous.” 323 As evidence, or perhaps as an excuse for the 
ambitiously highbrow Etude to delve into the decidedly lowbrow phenomena of cartoons, 
the introduction reminds its readers that 25 years earlier, the crimes committed by New 
York’s infamously corrupt mayor “Boss” Tweed were not exposed by the text in 
newspaper articles, wasted on a largely illiterate populace, but rather by the stinging 
political cartoons of Tom Nast.324 The Etude derided the publications that contained 
“inane cartoons which serve up daily and nightly in our yellow journals the misshapen, 
                                                          
320 Brian Walker, The Comics: Before 1945 (New York, N.Y.: Harry N. Abrams, 2004). 
321 Nicholson Baker and Margaret Brentano, The World on Sunday: Graphic Art in Joseph Pulitzer’s 
Newspaper, First (New York: Bulfinch, 2005). 
322 Theodore Presser, “The Mother’s Influence on Music in the Home,” Etude XXVIII, no. 3 (March 
1910): 167. 
323 “The Etude” Educational Cartoons,” Etude, XXVIII, no. 4 (April 1910): 265. 
324 Seymour J. Mandelbaum and Norman F. Cantor, Boss Tweed’s New York, New Dimensions in 
History:  Historical Cities (New York: John Wiley & Sons, 1965); Kenneth D. Ackerman, Boss 
Tweed:  The Rise and Fall of the Corrupt Pol Who Conceived the Soul of Modern New York (New 
York: Carroll & Graf Publishers, 2005). (Boss Tweed’s public acknowledgement of the power of 
Nast’s illustrations was quoted in The Etude’s April 1910 introduction to “The Etude” Educational 
Cartoons: “My people can’t read – but when Tom Nast draws a picture of me with my hand in the 
other fellow’s pocket, the game is up.”) 
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apelike creatures of a diseased imagination.” Such cartoons, The Etude wrote, 
“supplemented … a mosaic of crime and scandal.”325 
As cartoons grew in popularity, The Etude resisted the phenomenon entirely, due 
to its fixation on an idealized type of reader. To reinforce the idea that The Etude served 
their aspirations, its editorials dismissed the majority of other mass media publications 
that enjoyed enormous popularity with lower-class readers. It heaped particular scorn on 
the cartoons that were increasingly popular in the early twentieth century.326 Presser was 
well aware that his subscribers were predominantly middle- and upper-class Protestant 
women who sought to achieve a higher social and cultural standing, in part by reading 
The Etude. Yet, to continue to simply ignore the undeniable popularity of cartoons was an 
editorial impossibility and might have become an unfortunate business decision as well. 
If the unapologetically highbrow Etude were to surrender to the decidedly 
lowbrow phenomena of cartoons, it had to first reassure its readers that its intentions were 
noble and far superior to those that motivated the tawdry illustrations found in common 
yellow journalism.327 The Etude’s cartoons must not simply entertain casual readers, but 
rather inspire and ennoble a highly cultured army of music education warriors, charged 
with defending society. Furthermore, their cartoons could not be simply humorous in the 
prevailing fashion; after all, these cartoons would be placed on pages next to the music of 
                                                          
325 Theodore Presser, “Real Protection for the Child,” Etude XXIV, no. 11 (November 1911): 732. 
326 Tony Husband, ed., America in Cartoons: A History in Pictures (London: Arcturus, 2015). 
327 Disreputable American ‘rags,’ the precursors of contemporary tabloids, were often nicknamed 
‘yellow.’ Shoddy in both appearance and journalistic integrity, they sold for pocket change to the 
working and middle class. “Yellow Journalism: The ‘Fake News’ of the 19th Century,” The Public 
Domain Review, accessed October 1, 2017, /collections/yellow-journalism-the-fake-news-of-the-19th-
century/; Kobre Sidney, The Yellow Press and Gilded Age Journalism, (Florida State University, 
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Bach and images of Beethoven. 
To resolve these issues and protect its image, The Etude did not publish simple 
‘cartoons’ in 1910, but rather a multi-part series displaying the somewhat redundant title, 
“The Etude” Educational Cartoons. Further reiteration was added to the cartoon series in 
the installments published in May, June, July, and August. A large subtitle announced, 
“Picture Object Lessons That Show at A Glance Why Some Teachers and Why Some 
Pupils Fail to Succeed” in those four issues (Plate 6).328 
Readers expect cartoons to contain some element of humor, or, at the very least, 
humor drawn from satire, as was the purview of Nast’s illustrations. “The Etude” 
Educational Cartoons maintained a consistently negative tone, both in terms of its 
iconography and the accompanying text. The reader was presented with two scenarios in 
each installment, each equally dire. Even the few installments that at first glance appear 
to offer a positive alternative to an unpleasant vignette are found to contain negative 
elements and editorial commentary upon closer examination. As explained earlier, 
readers were encouraged to weigh in with their opinions via a “postal.” In spite of the 
gloomy tenor that dominated the series, the readers’ responses must have been positive 
because after the series’ April debut, subsequent installments were elevated to a more 
prominent location at the top of the page.  
Without access to archival documentation from the Presser Corporation, it is 
impossible to examine the responses generated by the debut of the cartoons. The 
                                                          
328 Edwin John Prittie, “The Etude” Educational Cartoons,” ed. James Francis Cooke, Etude, 
XXVIII, no. 4 (May 1910): 337. In addition to the new subtitle, the full-page image also demonstrates 
that the series was quickly moved to the top of the page after the first installment. 
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subsequent installments might have been relocated to the top of the page because of 
positive feedback from subscribers, or, the move might have been based upon simple 
decisions by the art director. However, if my grandmother was indeed a typical reader of 
The Etude, I surmise that readers were willing to indulge in a limited amount of 
diversionary humor. 
 If “comic pictures [can] show evil at a glance,” what, exactly, were the social 
evils plaguing American society in 1910? What evils are exposed in these cartoons, and 
by what iconographical techniques were they illustrated? What power structure or status 
quo was threatened? Why would a music teacher’s magazine justify the launch of a series 
of educational cartoons based upon the success of political cartoons relating to a political 
scandal that occurred a quarter of a century earlier? Some of the historical and cultural 
background has been explored, but further investigation will be required as context is 
established. 
The matter of visual presentation was resolved with subtle dexterity. Printed sheet 
music was traditionally placed in the center of each issue, possibly to facilitate removal 
without disrupting the articles. The first page following the musical inserts was dedicated 
to the monthly “Teacher’s Roundtable” column; however, the bottom third of page 265 in 
the April 1910 issue presented two single-pane pen and ink cartoons measuring 
approximately 4.5” x 3.5” (11.43 cm x 8.89 cm) each and horizontally separated by a 
space of 1.5.” A banner heading announced the arrival of “The Etude” Educational 
Cartoons in an impressive 15-point Cheltenham font. Captions were centered under each 
vignette. The overall effect was sleek, organized and dignified, in utter opposition to the 
  126 
common publication of cartoons in popular mass media publications. The remaining six 
installments of “The Etude” Educational Cartoons kept the same format, although the 
location within each issue varied. 
With content and intention clearly defined, The Etude next had to determine the 
question of an appropriate appearance. Theirs could not be the popular single-pane 
cartoons, varying in size, location and theme, each by different illustrators, and 
haphazardly scattered about the pages of each issues to fill empty space. Instead, it had to 
create a format sufficiently elegant to minimize the presence of a suspiciously inelegant 
medium.  
The format of “The Etude” Educational Cartoons did not waver over the course 
of its seven-month run. Two single-panel pen and ink cartoons, ostensibly unrelated in 
content and narrative, were placed side by side on the first page after the printed music 
inserts. A caption was centered under each cartoon, providing a commentary, frequently 
acerbic in tone, to the corresponding illustration, and highlighting the manifestation of 
Evil in each vignette. On occasion, the caption employed hints of sarcasm to illuminate a 
primary idea. In other instances, the captions clarified shrouded elements in the cartoon 
that might be overlooked by a perfunctory glance. 
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Figure 1. Manifestations of Evil in “The Etude” Educational Cartoons. 
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The Parents 
“It’s All the Parent’s Fault!” 
 “The police . . .  are wholly incapable of stemming the tide (of Evil). The enemy is far 
more dangerous, far more strongly entrenched, than that which our ancestors 
encountered . . . On the firing line are the teachers of America.”329 
My grandmother’s red-hot, volcanic temper remains a part of family folklore. 
Usually her outbursts were just a source of mild embarrassment, but one of her 
conniption fits almost landed both of us in jail. The Methodist Ladies’ Auxiliary held 
monthly bingo games at the local Daughters of the Confederacy meeting hall, and my 
grandmother and I often enjoyed the harmless festivities together. Since Methodists are 
not allowed to gambol on church property, the event always had an air of clandestine 
naughtiness. But when a new city ordinance outlawing all forms gambling was suddenly 
enforced, we, along with dozens of other desperados, found ourselves surrounded by the 
local police one night. 
We were presented with an easy choice: Leave the premises peacefully or face 
arrest. Grateful for an offer of clemency, all the gamblers began to collect their things to 
make a hasty exit—all, that is, except my grandmother. She exploded in a hailstorm of 
self-righteous indignation, and was soon nose-to-nose with the police chief himself. After 
all, it was her duty, as Goose Creek’s only private music teacher, to uphold societal 
standards.330 
                                                          
329 James Francis Cooke, “Are We At War?,” Etude, Editorial, XLIV, no. 10 (October 1926): 713. 
330 “Next month it will be our privilege to present in these columns a proposed solution for what many 
foremost Americans concede to our country's greatest problem. It is a problem that concerns the state, 
the church, the school, the home, the businesses, the factory and the happiness of every citizen young 
and old. Several of the most distinguished Americans of the day have already enthusiastically 
endorsed his plan. Here is a magnificent altruistic work in which you may, without cost, had the 
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“Why aren’t you out there looking for real criminals, young man?” she 
demanded. “You and your little gang of Keystone Cops should be closing down those 
disgusting bars and dance halls that are springing up all over town! Not wasting your 
time ambushing fine Christian women and terrifying sweet little boys.” 
“Now, Mrs. Wheeler, please . . . “the police chief began to speak, his voice 
trembling.  
“Don’t you dare ‘Mrs. Wheeler’ me, Mister Rusty Culpepper!” my grandmother 
snarled back, cutting off the olive branch before it could be fully extended. How did she 
know his name? 
“I’ve known you since the day you were born! I played the organ at your baptism! 
You sat at my piano for years for your music lessons! How dare you march in here, all 
high and mighty like, and speak to us as if we are nothing more than common 
bootleggers!” She stalked toward her prey as if in slow motion.  
It was obvious that Chief Culpepper was struggling to maintain authority. “Mrs. 
Wheeler . . . now . . . we have warned you ladies twice before.” His face drained of all 
color as he plowed ahead. “And if you will just quietly leave . . . “he stammered as she 
drew even more near. 
I scurried to my grandmother’s side. “Let’s just go, Grandma. It’s OK. Let’s just 
go,” I whispered desperately, tugging on her right arm. “Please, let’s just go.”  
                                                          
privilege of taking the inaugural step. Music is an indispensable part. You will be proud of everything 
you may be able to do to promote this plan. Watch for The Golden Hour.” The Golden Hour was The 
Etude’s effort to create a public school curriculum that included instruction in morality and behavior. 
James Francis Cooke, “You May Help To Solve The Nation’s Greatest Problem,” Etude XXXIX, no. 
3 (March 1921): 149. 
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“Hush, Smiley!” she hissed, pushing me away with such force that I stumbled 
backwards. 
“Mrs. Wheeler, I’m going to tell you again, nicely: If y’all leave quietly and 
peacefully, nothing more will happen. I promise you.” The police chief seemed to be 
looking for a negotiated truce, but it was obvious to all that he was thoroughly rattled. 
 “Y’all can leave, or . . . “ 
“Or? Or what, Rusty?” My grandmother demanded, now only inches from the 
police chief's reddening face. “Just what are you going to do? Hm? Are you planning to 
arrest over thirty members of the United Methodist Church Ladies’ Auxiliary? Your 
church!” He was speechless.  
Why was she taunting him? “Hm? Is it, Rusty?”  
Why was she embarrassing him? “Is that what you plan to do, Officer 
Culpepper?”  
Why was she daring him to take action? “Oh excuse me: Chief Culpepper!” 
Why?  Because she had no choice. She had to confront him. As the chief of 
police, Rusty was now “far more dangerous, far more strongly entrenched” than just 
another authority figure. He was now the enemy, and The Etude ordered Frankie to attack 
the enemy and put herself “on the firing line.” As a teacher, it was her duty to “resist 
dishonesty, immorality and anarchy” like this because “the police, the judiciary and the 
penal institutions [were] wholly incapable of stemming the tide” of such outrageous 
attacks.331 
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My heart was pounding. I thought I might faint. The police chief did not respond, 
but only muttered a few nondescript stuttering sounds as his face flushed. The silence 
was deafening. 
“Oh, Frances Louise Wheeler, stop it right this very instant!” The familiar voice 
of my grandmother’s best friend, Queen Elizabeth Kilgore, broke the stalemate.  
“For heaven’s sake, Frances, will you just let it go?” Only Miss Queenie could 
reason with my grandmother at times like these. 
“Let it go? Let it go?” My grandmother snapped back at Miss Queenie, but her 
steely gaze never left the police chief’s eyes. “He just accused us of being common 
criminals, Queenie! I most certainly will not just let it go!” 
“Now, now wait just one dadgum minute, Mrs. Wheeler! I did not say you are a 
criminal.” Perhaps the police chief’s negotiating skills were going to pay off after all. His 
voice was halting and feeble, but he plowed ahead.  
“I . . .  I never said that. If y’all refuse to leave, then, yes ma’am, my deputies and 
I might  . . .  maybe have to arrest  . . .  uh, everyone. But we don’t want to do that, Mrs. 
Wheeler. So, right now, as things stand, y’all are free to leave without any criminal 
charges whatsoever.” 
Mrs. Kilgore took control. “Thank you kindly, officer,” she said, stepping from 
the crowd and sacrificing herself between my grandmother and the police chief. “We will 
                                                          
dangerous, far more strongly entrenched, that that which our ancestors encountered at Lexington and 
Valley Forge. On the firing line are the teachers of America. The police, the judiciary and the penal 
institutions are wholly incapable of stemming the tide. Multiply them as we will, the army of the 
enemy is increasing far faster… character education in the home, the pulpit, and in the schools, is the 
only solution of the great problem of fortifying the minds and souls of our youth.” Cooke, “Are We At 
War?” 
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be leaving right away.” 
Physically restraining my grandmother and forcibly pushing her in the opposite 
direction away from the police chief, Miss Queenie had skillfully defused a ticking bomb. 
As my grandmother resisted the involuntary retreat, her glare never left the police chief’s 
face.  
“I will call your Mother the minute I get home, Mister Rusty Culpepper!” she 
cried out over Miss Queenie’s shoulder, always sure to get the last word. “This is not 
over, young man! Do you hear me, Rusty? This is not over!” 
Somehow, Miss Queenie managed to get us outside, my outraged grandmother 
and me. Somehow, she even finagled us to our car and saw us off. We sped away, the 
squealing tires leaving the Daughters of the Confederacy meeting hall in a cloud of gravel 
and rubbery dust. 
The short drive home felt like an eternity. With her white knuckles dug firmly 
into the Rambler station wagon’s steering wheel, my grandmother’s sanctimonious 
outburst was quickly redirected from the police chief himself and to the multiple failures 
committed by his parents. Her tirade grew in intensity as the car sped down the darkened 
roads.  
“THIS is exactly what happens when parents do not teach their children manners! 
THIS is what happens when children are allowed to run roughshod over every single rule 
of polite, Christian society and do exactly as they please.”  
The drama was recreated with scorn and derision.  
“Rusty just up and decided for himself one day he didn’t want to take piano 
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lessons anymore. And did his parents do the right thing? No! Did they say, ‘Oh, yes, you 
most certainly are going to keep up with your piano lessons, young man!’? Did they? 
Absolutely not! Did they demand—insist!—that he continue? No! They said, ‘Why, of 
course, Rusty dear. Whatever you want, Rusty dear. You know what’s best, Rusty 
dear.’” 
She acted out the role of the compliant, capitulating parents complete with a 
contorted face and whimpering voice, the station wagon accelerating in proportion with 
her growing fury. I held on for dear life, terrified as we took corners at breakneck speed. 
“And do you see what happens, Smiley? Do you see?” She snapped back to her 
old self to deliver the dénouement.  
“You end up with smart-alecky adults who have no respect for their elders, who 
think they are the most important thing in the world. If Rusty Culpepper's parents had 
listened to me years ago and forced him to continue with his piano lessons when I told 
them to, why, today he would be a polite, fine, upstanding young man. But, did they 
listen to me? No!332  
“And a home with no music is a home with no soul!” 333 
I listened in absolute silence as her torrent of rage continued. I just looked straight 
ahead into the dark Texas night, my legs sticking straight ahead, still too short to bend at 
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the knee. Finally, we swerved into the driveway, the tires again screaming in protest as 
she stood on the brakes. I was propelled forward, almost hitting my head on the 
dashboard. She got out the car, slamming the car door with a mighty blow that shook the 
exhausted Rambler and its sole surviving occupant.  
As I slowly walked from the car to the house, I heard my grandmother’s voice 
through the open windows, recreating the complete story for my long-suffering 
grandfather.  
“THIS is exactly what happens when parents do not teach their children manners! 
THIS is what happens when children are allowed to run roughshod over every single rule 
of polite, Christian society and do exactly as they please and indulging every single 
whim.334 THIS is exactly why these young, modern parents with all their newfangled 
ideas need to be constantly controlled and told exactly how to raise their children!” 
“It’s all the parent’s fault!”  
Even the Chihuahuas knew when to lay low. 
  
                                                          
334 “You thought it a kindness to deprive yourself in order that your son might begin where you left 
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 “Why Doesn’t She Get Ahead?” 
 “[T]he juvenile music student is expected for to follow the gossamer threads of 
abstract music thought in the very citadel of bedlam.”335 
Parents figure prominently into the majority of installments of “The Etude” 
Educational Cartoons, serving as manifestations of Evil and thwarting the efforts made 
by industrious teachers. Half of the captions in “The Etude” Educational Cartoons make 
direct reference to the importance of a strong teacher-parent relationship. Although The 
Etude was marketed primarily to private music teachers, those teachers were often 
encouraged to share particular entries with the parents of their students. Contests were 
held to encourage teachers to convince their students’ parents to order a personal 
subscription. “Why not call the attention of all the parents of your students to this cartoon 
which shows exactly how not to sit at the piano”?336 Parents were encouraged to take an 
active part in their child’s musical progress by subscribing to The Etude. If they hesitated 
to purchase their own subscription, sample copies were offered through a subscribing 
teacher.337 
In “The Etude” Educational Cartoons Evil was presented in the form of parents 
who were negligent or interfering, permissive or misguided. In the first installment, 
“Sadie,” a little girl perhaps ten years old, is struggling to learn piano skills in spite of 
multiple distractions (Plate 13).338 Three women are placed in the background, 
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preoccupied in a game of bridge, with the player on the right pointing heavenward as if in 
mid-bid. In 1910, bridge was a relatively new game in the United States, and a socially 
acceptable diversion for middle-class women.339 Although the fourth player is not visible 
and the player in the center is facing away from the viewer, the women appear to be 
focused on their game to the exclusion of Sadie, her brother, his noise making, and the 
crying infant. 
Sadie’s mother has placed her personal desires for social interaction ahead of the 
needs of her children. She ignored The Etude’s admonition that “nothing is more harmful 
to a young student of music . . .  than to be broken in upon during the hour of practice.” 
Instead of providing a home that is quiet for her children’s concentration, the sarcastic 
text faults the mother’s bridge game for creating an atmosphere in which concentration is 
impossible.340 Sadie is forced to prepare for her next piano lesson in a “citadel of 
bedlam.”  
Frankie could encourage the parents of her students to “put the piano in a quiet 
room for your children to practice.” 341 But recommendations to set the thermometer “not 
one notch below 70 degrees Fahrenheit”342 would have been impossible for Frankie to 
meet since she began her career long before the advent of air conditioning provided relief 
                                                          
339 Carolyn Kitch, “Destructive Women and Little Men: Masculinity, the New Woman, and Power in 
1910s Popular Media,” Journal of Magazine and New Media Research 1, no. 1 (1999). 
340 Irving Crespi, “Card Playing as Mass Culture,” in Mass Culture: The Popular Arts in America., ed. 
Bernard and David Manning White Rosenberg (The Free Press, 1957). One of the appealing 
components of games such as bridge is the requirement of “intense concentration.” Sadie’s mother is 
far too focused on bridge to notice the disturbances in the next room. 
341 Theodore Presser, “Nothing Is More Harmful to a Young Student of Music,” Etude, Editorial, 
XVII, no. 2 (February 1899): 35. 
342 Ibid. 
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from the Texas heat.  
In the illustration, Sadie wears a knee-length dress with puff sleeves. Like the 
women in the background and the crying infant, her dress has no pattern or shading. 
Sadie’s hair cascades down her back with a ribbon at the nape of her neck. Both of 
Sadie’s hands are on the keyboard and her left foot is depressing the una corda (or “soft”) 
pedal. This would be the pedal used if Sadie’s mother had admonished her for piano 
playing that was too loud or otherwise distracting. Sadie faces the viewer with an 
expression of exasperation. Another little girl in a future discussion, also named Sadie, 
will retreat to the una corda pedal when her musical mistakes upset her “maniac” 
teacher.343 
The piano, here presented with minimal detail, is a simple, streamlined style, 
popular in 1910 as a reaction against the ornate Victorian era design of the late nineteenth 
century.344 If the books stacked on top of the piano’s tall back contain music required for 
Sadie’s next lesson, they are most likely beyond Sadie’s safe reach. Finally, the position 
of the bench, inappropriate for a girl of Sadie’s age and physical stature, are another 
example of parental neglect and will be an issue revisited in the May installment. Sadie’s 
music is open, probably to the Czerny study to which the sarcastic caption refers. 
However, only seven illegible staves are detailed. 
In the mid-foreground, an unattended baby is crying on the floor. The gender of 
the child would be indeterminate based solely upon the fashion of the day, which dictated 
                                                          
343 Edwin John Prittie, “Great Heavens! You Played A Wrong Note!,” ed. James Francis Cooke, 
Etude, “The Etude” Educational Cartoons, XXVIII, no. 4 (April 1910): 265. 
344 Miles Chapin, 88 Keys: The Making of a Steinway Piano (S.l.: Clarkson Potter, 1997). 
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that infants were customarily outfitted in similar dress.345 However, Prittie reveals the 
infant’s gender in the absence of detail. Like Sadie and the women in the far background, 
the baby’s dress is void of pattern or shading, save for the gathered wrist and decorative 
collar. The baby has dropped a rattle beyond her peripheral range of vision, and a 
discarded top spinner lies to her left. Like Sadie and the card-playing trio, the baby casts 
no shadow. 
In stark contrast to the five females in the illustration, Sadie’s little brother 
dominates the illustration. Joyfully marching toward the viewer, he is the focus of 
attention with his light hair, polka-dot shirt, dark shorts and black shoes. Unlike Sadie, 
who struggles with only one instrument, her brother has apparently mastered two, both a 
toy trumpet and a miniature US military drum suspended by a strap around his neck. As 
the only character to cast a shadow, the boy’s exuberance, complete with engaging 
dimples, is the antithesis of his sister’s frustration.346 
The military drum carries its own unique, historical musical iconography. “In 
seventeenth-century portraiture, the drum often appears among the toys of male children, 
signifying the active life that will follow carefree childhood.”347 That the boy is given 
instruments traditionally associated with the military is representative of Prittie’s later 
work. “There is one phase of illustrating very dear to me personally,” Prittie said in a 
                                                          
345 Linda Setnik, Victorian Fashions for Women and Children: Society’s Impact on Dress (Atglen, 
PA: Schiffer Publishing, Ltd., 2012). 
346 Like Sadie’s little brother, I was also notorious for interrupting my grandmother’s lessons with her 
other students, here, my older brother. (Plate 33f.) 
347 Alberto Ausoni, Music in Art, A Guide To Imagery (J. Paul Getty Museum, 2009). It must be 
noted, however, that the contemporary concept of childhood did not exist in seventeenth century 
culture. 
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speech before the Philadelphia Society of Allied Arts, “and that is the illustration of the 
military . . . of this country.”348 
Sadie has one additional burden regarding her little brother. Not only has he 
successfully wrestled power from Sadie in the immediate context, but also she is 
responsible to “help him to an understanding and a completion of [his] real self” because 
“the culture of our nation is in her hands.”349 To her falls the responsibility to recognize, 
encourage, and support her brother’s musical talent. The Etude, speaking to young girls 
of “sterling quality” like Sadie, charged her with the responsibility to “hold(s) him to 
what she thinks him capable of becoming.” 350  
Sadie was told to develop her talents only sufficient enough to encourage those of 
her brother. Invoking the influence of the supporting, loving, musical but ultimately self-
sacrificing sisters of great composers such as Mozart and Mendelssohn, Sadie must 
abandon her “selfish aims and ideals” so that, as a “sister of music,” she “believes in him, 
even when he loses faith in himself.” 351 
A male musical genius, denied sisterly companionship, might become a “lonely, 
invalid dreamer,” 352 as was Chopin’s lot following the death of his sister, Emilie. If 
Emilie had lived, Chopin’s life would have more closely resembled the “bright, healthy, 
and normal,” albeit fictional family created in Little Women, and less like those 
                                                          
348 Prittie, “Edwin John Prittie: American Illustrator.” 
349 Helena Maguire, “The Sisters of Musicians,” Etude, Five-Minute Talks With Girls, XIX, no. 10 
(October 1901): 360. 
350 Ibid. 
351 Ibid. 
352 Helena Maguire, “The Sisters of Musicians,” Etude, Five-Minute Talks With Girls, XXVII, no. 10 
(October 1901): 360. 
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“unhealthy, abnormal, false to nature” 353 characters found in George Sand’s novels. 
Chopin’s sister might have provided him with a supportive, happy childhood, and “the 
taint of morbidness”354 found in his music might have been eradicated.  
Two months later, Sadie and other little girls like her were again advised that the 
failure or success of their talented brother was largely their responsibility. The language 
was immersed in Christian discourse befitting the season, invoking the sisterly love of 
Mary for her brother Lazarus. Sadie was reminded that her talent, her formal education, 
and her newfound opportunities were not for her exclusive use and enjoyment. They were 
only as valuable as her ability to use them to serve in her brother’s advancement. If 
Sadie’s talent proves to be greater than her brothers, she is to use her gifts “as a sweet and 
vivid power to help (him) upward to a noble rounding of his career.”355 
Shared powerlessness is the overarching theme of the vignette. Sadie, 
overwhelmed by distractions, burdened with the responsibility of nurturing her brother’s 
talent, and yet utterly powerless to modify her environment in any substantive manner, 
struggles in vain to pursue her musical education. Visual components confirm that Sadie 
is set on a trajectory leading to inevitable failure.  
                                                          
353 Ibid. 
354 Ibid. 
355 “[M]arch beside your brother has made you a responsible person, you music-students with the rest. 
Help your brother in his career. You can always help your brother through your knowledge. You can 
(and I know that you are willing to) use your young wisdom to “bring your brother up” to what you 
would wish to have him become; Does this give you a new light on the life of your brother, on the 
forces which combine to make or wreck a man as he struggles on to the fulfillment of his destiny? 
Help a brother to a true manhood. Whether his ambition be to be a musician or a carpenter, or even if 
he have no conscious aim, your culture and education should furnish you with a means to help him to 
an understanding and a completion of this real self. Let there be such comradeship between you, my 
musical girls, and your brothers. Welcome the spirit of it into your homes this Christmastide…” 
Helena Maguire, “Within the Home.  The Girl of To-Day,” Etude, Five-Minute Talks With Girls, 
XIX, no. 12 (December 1901): 457. 
  141 
It will be Sadie’s teacher, however, who will be ultimately blamed for her musical 
shortcomings. Sadie’s parents, negligent in their responsibilities to ensure an environment 
conducive to tangible learning, will, instead of accepting culpability, “make it hot” for the 
teacher when their daughter fails to progress. The colloquialism implies a high-pressure 
rebuke of the teacher, although the reader understands that Sadie’s teacher, limited to one 
hour per week with the student, is powerless to control the home dynamic outside of the 
scheduled lesson time, and must rely upon the cooperation of her parents in her absence. 
Sadie’s family was negligent due to the pandemonium they permitted to play out. 
However, a child left unsupervised by a physically absent parent was just as likely to fail 
in their musical aspirations.  
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“Why Does the Pupil Tire of Practicing?”  
“The average pupil sits too close to the keyboard. Permanently shift the center  
of gravity. He should not know he has a body.”356 
My grandmother often told the parents of her students that “no child ought to be 
left to practice by himself.”357 The unwitting ally of Evil in the May installment is an 
unseen parent (Plate 14).358 A nameless girl, perhaps a bit older than her predecessor in 
April, is demonstrating “exactly how not to sit at the piano.”359 The caption encourages 
the teacher to build a relationship with pupils’ parents. If the parent is “properly 
instructed” to monitor the child’s posture during practice time, “these evils” will be 
avoided.360 
A visual commentary on the girl’s posture is provided by the expression of the 
woman in the portrait. Family portraiture frequently included deceased family members, 
captured in secondary art work, and strategically placed on a prominent wall. In elevated 
suspension, the subject of the portrait takes on a heavenly and angelic function.361 In 
Prittie’s illustration, a mid-torso painting features a befuddled matriarch who is 
overseeing the hapless young girl. At first glance, the portrait might provide nothing 
more than a humorous commentary. However, Prittie skillfully endows the illustration 
with considerable information about the relationship between the two players. The 
                                                          
356 F.L. Reed, “The Piano-Player’s Position,” Etude XX, no. 11 (November 1902): 414. 
357 Mark Hambourg, “Getting Results Through Right Practice,” Etude XXXIV, no. 10 (October 1916): 
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portrait is suspended high above the girl, a placement often associated with deceased 
individuals who subsequently become angelic beings. The viewer can conclude that the 
woman in the portrait was the grandmother of the girl seated at the piano. The deceased 
woman in the portrait appears to be approximately 60 years old. Her Victorian dress, 
front ringlets, and Pince-nez glasses were all stylish in the late 1890s. Therefore, the 
woman in the portrait, born in the 1830s, would logically have a pre-teen granddaughter 
in 1910. 
Prittie further connects the grandmother specifically to the girl’s musical 
education by placing the portrait near the piano, endowing the subject with an expression 
of shock, and directing the subject’s gaze to the real-time action. Duplicating the wood 
grain pattern used to render the veneer of the piano with identical pen strokes in the 
portrait strengthens the musical relationship.  
The young girl at the piano is unable to recall her grandmother’s instructions on 
proper posture. The oversized bow in her hair, a popular fashion embellishment for 
young girls in 1910, presses heavily down upon her, limiting her movement and 
contributing to her poor posture. Unable to turn and face the portrait, the girl is denied 
access to the provenance of instruction and guidance.  She is in need of an attentive 
parent to “set her straight.”  
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Frankie the Wheelwoman 
 “I’ll tell you what I think of bicycling. I think it has done more to emancipate 
woman than any one thing in the world.”362 
Frankie loved her new bicycle! Her parents presented it to her as a birthday 
present over the strenuous objections of Pastor Wallace.363 He devoted an entire sermon 
to the subject of girls on bicycles, warning that their femininity was at risk and those 
solid reputations, hard won and easily damaged, might well be compromised. Hogwash, 
Frankie thought, this is 1901 for Heaven’s sake, not the Dark Ages. Millions of American 
women all over the country were suddenly bicycling and their reputations were just fine, 
thank you very much. Anyway, she never cared for sidesaddle when she was on her 
horse, so why would a bike be any different?  
Wasn’t it silly that The Etude warned that “the exercise on the wheel absorbs a 
good deal of time that might be devoted to study or practice.”364 Just the opposite, 
Frankie thought. Previously, she had to walk from one student’s home to the next, 
limiting her schedule to two or maybe three lessons a day. Often, she would arrive for her 
appointments hot, exhausted, and with feet throbbing. But no longer! On her new bicycle, 
she could zip from the home of one student to another in a matter of minutes, refreshed 
and invigorated. Thanks to her new mobility, Frankie could teach four or five lessons a 
                                                          
362 Susan B. Anthony as quoted in Margaret Guroff, The Mechanical Horse: How the Bicycle 
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Mott, A History of American Magazines. 
364 “The inordinate use of the wheel will lead to many undesirable mental and physical conditions  . . .  
a fancy generation of young people with no taste for music  . . .  for that is where bicycle fever is 
leading. What will the home be without music the cultivation of the arts . . .”? Hamilton C. 
MacDougall, “The Bicycle Craze and Music,” Etude XIV, no. 6 (July 1896): 161. 
  145 
day, and her income soared accordingly.  
Even on the hottest summer day, the wind in her face delighted her! So, why did 
The Etude claim “that the inordinate use of the wheel will lead to many undesirable 
mental and physical conditions?”365 Bicycling was useful and fun! 
She stood proudly beside her bicycle in a photograph, sporting a new riding hat 
given to her by her grandmother. It had a wide brim to block the sun and a delicate piece 
of lace that shielded her face from dirt and the occasional mosquito. She arrived for each 
lesson with her hair in place and her face glowing.  Yes, she thought, bicycles really are—
what’s the word everyone is using these days?—Liberating!366 
Not all was carefree when Frankie joined the ranks of the “Wheelwomen.”367 
Safety was always a concern. The Etude had reported that a composer had been killed in 
a biking incident.368 Another article stated that a famous voice teacher forbade her 
students from cycling over concerns of the “rapid air movement through the lungs.”369 
Furthermore, Frankie would have been concerned that her posture while riding and the 
handlebar grip she used were just right because they played a crucial part in her musical 
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  146 
aspirations.370 Just as for millions of young women all over the country, the bicycle was 
an obsession that provided Frankie with her first taste of freedom,371 and the wicker 
basket attached to the handlebars was just big enough to hold all the music required for 
that day’s appointments.  
One June morning, Frankie went to see her first student, Ina Mae Wilson, a very 
promising second grader. Ina Mae was polite, always well prepared, and seemed to relish 
musical challenges. Frankie dismounted her bicycle and walked it through the gate of the 
white picket fence that outlined the Wilson’s home. She popped the kickstand down in a 
carefully chosen location so that it would not disturb Mrs. Wilson’s vegetable garden. 
Don’t those tomatoes look lovely? she thought to herself as she removed her large riding 
hat, suspended it from the handlebars, and ran a few fingers through her hair.  
In lieu of payment for Ina Mae’s lessons, Mrs. Wilson sometimes offered Frankie 
a brown paper bag full of tomatoes, okra, spinach, and other fresh-picked vegetables from 
her garden. Frankie would have preferred cash, of course, because she was saving her 
money to purchase her very own grand piano,372 and she suspected, probably rightly, that 
she was seriously underpaid, both by reason of her gender and by the lack of appreciation 
of the importance of music in the community.373 
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However, another aspect of the business meant that over the course of teaching 
little Ina Mae, the Wilson family provided Frankie with two new referrals that turned into 
steady students. Each of those, in turn, did the same, giving Frankie a total of four new 
students just from the Wilson family. Thanks to the Wilsons, she had no need to advertise 
for any more students.374 She couldn’t really decline a barter payment from such a lovely 
family. 
That June morning, though, as she approached the Wilson’s front door, she heard 
Ina Mae at the piano, practicing the new piece Frankie assigned to her just the previous 
week. From what she could hear through the door, Frankie stood impressed with Ina 
Mae’s progress and musing, Yes, this student just might become an exceptional musician. 
Once inside the Wilson’s home and settled with Ina Mae at the piano, Frankie 
began the lesson in earnest, starting always with a few Czerny exercises, just to limber up 
the tiny fingers, exactly as The Etude recommended on repeated occasions.375 
Then, it was on to the lesson for that week. What Frankie heard from outside was 
confirmed: Ina Mae indeed demonstrated remarkable progress that week! Her new piece, 
assigned only the previous Monday, was played with a firm legato and confident 
musicianship. Frankie had little to add, except for sincere praise. When a student 
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mastered a new piece, Frankie always used the same marking in the upper corner of the 
page: a small star followed by the abbreviated date. She scribbled a five-point star, 
followed by “5/6/01.” Both teacher and student were eager to move on to another 
challenge.  
“Ina Mae, these children’s pieces are just too easy for you now. What if we move 
on to something a bit more challenging?” Frankie smiled warmly as she proposed this.  
“Oh, yes! Please, Miss Frankie!” said her young student. “Something really 
tough! Something from the grown-up pages.”  
Perhaps Ina Mae had already secretly explored the music published in the center 
of each issue. A mixture of Classical standards and contemporary “parlor” music were 
published there, whereas beginner’s pieces were located in subsequent pages.376 Like 
most of Frankie’s students, the Wilsons subscribed to The Etude at Frankie’s insistence. 
With The Etude in their homes, Frankie’s students had music necessary for their lessons, 
and their parents had important articles to read. It was well worth the awkward 
salesmanship efforts required. 
“How about a little piece by Mozart?” Frankie suggested.377 
“Mozart?! Oh, yes! Oh, yes, thank you!” Ina Mae squealed with delight. She 
didn’t know too much about the immortal Austrian, but his name held a certain mystique 
that intrigued and excited the second grader. Frankie paged through the issue, looking for 
                                                          
376 With few exceptions, the simplest beginner pieces were published on “The Children’s Page” 
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the “Minuet in F,” an appropriate foray for Ina Mae’s first exposure to more serious 
music.  
No sooner did Frankie open the magazine to the new selection and place it on the 
music stand than did Ina Mae leap into action, trying out the first few measures with 
eager skill. What a wonderfully talented and enthusiastic student, Frankie thought. Ina 
Mae’s sight reading skills were equally impressive and promising. Even the opening 
measures of the new Mozart sonata were well within her abilities. Frankie was genuinely 
amazed. And all this potential in a second grader! 
Frankie loved moments like this: An exceptionally talented, enthusiastic student 
playing with high proficiency. She allowed herself to forget for just a moment that, 
according to The Etude, students like Ina Mae were the exception and not the rule.378 
Teaching music was first and foremost a duty. Pleasure, if found at all, was secondary.379 
The kind of personal joy and professional satisfaction Frankie felt as Ina Mae 
successfully sight read her first piece of Mozart are nowhere to be found in “The Etude” 
Educational Cartoons.” Those teachers are depicted in various states of frustration, 
anger, preoccupation, and boredom. Over her 60-year career as a private music teacher, 
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Frankie certainly must have experienced some of those negative emotions on a regular 
basis. But, the overwhelming number of my memories of making music with her is filled 
with unquestioned happiness. 
With a slight laugh, Frankie reluctantly encouraged Ina Mae to stop for just a 
moment. Frankie had learned, thanks to The Etude, to encourage her pupils to visually 
examine a new piece, asking questions about the clefs, key and time signatures, form, and 
other visual components.380 Those issues quickly addressed, Ina Mae was given 
permission to continue.  
Then it happened, and the timing couldn’t have been more unfortunate. Ina Mae 
had no sooner completed the first few measures of her very first introduction to Mozart 
and with successful aplomb at that, than Mrs. Wilson, Ina Mae’s mother, suddenly 
arrived in the room.  
As a rule, Frankie actively discouraged the presence of parents during a lesson 
because of their frequent interference, another recommendation from The Etude.381 Yet, it 
was a difficult policy to enforce, especially when the lesson was taking place in the 
student’s home. If she ever taught in her own home, Frankie often thought, parents would 
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be barred from her studio!382 
“Frances?” Mrs. Wilson spoke even before the final notes of Mozart were 
finished. “Frances!” 
“Yes, ma’am, Mrs. Wilson?” Frankie answered with a frustrated sigh. 
“I would like for Ina Mae to learn this song next.” Mrs. Wilson produced a piece 
of sheet music from behind her back. “I bought it at the mercantile store yesterday. It’s 
called, ‘Take Me Out to The Ballgame.’ Do you know it?”  
Did she know it? Of course Frankie knew it. She knew it well, and not just by the 
elaborate cover of the sheet music in Mrs. Wilson’s hand. It was another one of those 
popular songs that seemed to be on everyone’s lips.383 Her father whistled the melody in 
the mornings, and her two brothers seemed to know the words by heart, but Frankie did 
not care for this type of music herself, and she certainly wouldn’t have wanted Ina Mae to 
waste her time on it. Ina Mae was making such splendid progress in music of high 
quality!384 The Etude often warned its readers that popular music such as this was not just 
a harmless diversion, but a direct threat to real serious musical progress.385 
What could Frankie do? She was only 17 years old. Her personal confidence and 
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unhappy country, doing more harm in an evening that scores of conscientious, earnest musicians can 
accomplish in a month.” Ibid.   
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professional composure were tenuous. She lacked the experience necessary to handle 
herself in such a tricky situation. As a young woman, still in high school but dreaming of 
college, Frankie was a bundle of expectations and insecurities, and, she reasoned, surely 
this type of parental interruption would never happen again. She would never experience 
a similar situation in which a parent would interfere with their child’s lesson or question 
her professional judgment on the selection of repertory. Or would she? Would she have 
to explain yet again to another parent that “the sickly sweets of popular music . . . ha(ve) 
not the power permanently to interest and develop a growing musical mind”?386 
Or, if she did not develop a will of her own and simply complied with Mrs. 
Wilson’s wishes, would the resulting frustration drive her out of her mind?387 
Ina Mae looked down at the floor, obviously disappointed, and then, after a slight 
sigh, Frankie acquiesced. “Very well, Mrs. Wilson.” She might have closed The Etude 
issue, shutting the page on Mozart. Reluctantly, she accepted the sheet music from Mrs. 
Wilson and opened it on the music stand.  
“Well, Ina Mae, let’s give this a try.” 
  
                                                          
386 Robert Braine, “Stick To the Classics,” Etude XXVII, no. 1 (January 1901): 22. 
387 “The following highly agreeable prospects are in store for the music teacher who, from want of 
backbone, or from an excessive desire to please, will constantly yield to the innumerable fancies and 
caprices of his pupil or to the sage counsels of the pupil’s feminine parent: Either he will ultimately be 
compelled to take refuge in an asylum for the insane, or, sorely disappointed at the utter futility of his 
efforts to give satisfaction, he will, despairing, give up the ghost—so to speak. In case he should 
prefer to avoid the first-mentioned contingency, and to keep off the other the longest possible, he must 
make up his mind to have a will of his own and to hold on to it.” Theodore Presser, “A Will of Your 
Own,” Etude, The Teacher’s Forum, IX, no. 8 (August 1891): 147. 
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 “How Could the Teacher Know?”  
“But how quick many parents are to tell the teacher what to do!”388 
Ina Mae’s mother was delighted with her daughter’s progress on the piano. She 
was certainly not intrusive—only, well . . . helpful. Ina Mae could always play that little 
Mozart ditty later. But, exactly such parental intrusions were the source of Evil in three 
installments of “The Etude” Educational Cartoons. 
First, a young teacher, depicted in the ubiquitous style of the Gibson Girl, is in the 
home of a middle-class family, providing a piano lesson to “Willie,” a young boy who 
appears to be approximately ten years old (Plate 15).389 The teacher, dressed in white and 
framed in a “heavenly” background, might easily be mistaken for Willie’s mother. Her 
age, possibly late teens or early twenties, would be appropriate for a young mother in 
1910. In addition, Prittie’s interest in the popular Gibson Girl image was evident in 
multiple examples of his earlier works.390 Although his first marriage to Ella French, a 
Gibson Girl-esque colleague, was still a few years in the future, Prittie’s romantic 
attraction to the prototype was evident throughout this series.391 
Willie’s lesson is taking place at a Square Grand Piano, the only example of that 
                                                          
388 Theodore Presser, “A Will of Your Own,” Etude, The Teacher’s Forum, IX, no. 8 (August 1891): 
147. 
389 Prittie, “How Could The Teacher Know?” 
390 Kitch, The Girl on the Magazine Cover: The Origins of Visual Stereotypes in American Mass 
Media. 
391 The American illustrator Charles Dana Gibson (1867-1944) created a pen and ink image of a 
beautiful, young, independent, Caucasian woman in the 1890s. The “Gibson Girl” quickly became a 
ubiquitous presence in all genres of American mass media. The fictional woman transcended the 
printed page to become an enormous influence on almost every aspect of American culture for an 
entire generation, making it the first potent example of collective identity derived from commercial 
illustration. Patterson, Beyond the Gibson Girl; Gordon, “The Gibson Girl Goes to College.” 
  154 
style in the series. The Square Grand enjoyed great popularity in the United States in the 
late nineteenth century.392  However, by 1908, The Etude eulogized its passing, blaming 
the “conditions of modern life,” where “fashion and expediency rule.”393 Willie’s family 
has clung to an instrument that “once adorned the ‘parlours’ of (his) grandparents.”394 
Willie’s mother might have questionable taste in musical repertory, but his family has a 
strong if outdated musical tradition. “Memories and associations cling to it that cannot be 
transplanted to pianos of a different shape.  It was the heart of the household.” 395 
The piece of music open on the music stand might be entitled “Sonatas.” The title, 
and therefore, the performance of the piece itself, is partially obscured by the entrance of 
a third character. An older woman, rendered with heavy pen strokes, stands on the left in 
opposition to the seated teacher. Her appearance, in contrast with that of the teacher, is 
grounded and severe, her matronly garb, complete with an apron, establishes a strong 
opposition to the teacher’s white, billowing blouse and celestial backdrop. Although her 
hair does not betray any strands of grey, her facial composition and nineteenth-century 
dress combine to suggest that she might be a grandmother to Willie. 
The reversal of generational expectations based upon the presumed ages of the 
two women is not Prittie’s only denial of initial expectations. The viewer might assume 
that the younger teacher is smitten by popular music, while the more conservatively 
dressed Mother would prefer the classics. Instead, we discover that “cheap music . . .  has 
                                                          
392 Colleen McDannell, The Christian Home in Victorian America, 1840—1900 (Bloomington, 
Indiana: Indiana University Press, 1994). 
393 Theodore Presser, “The Passing of the Square Piano,” Etude XXVI, no. 9 (September 1908): 559. 
394 Ibid. 
395 Ibid. 
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entered into the most refined home”396 because this Mother’s interference with the lesson 
is to suggest a popular piece to replace the teacher’s classical selection. The Mother’s 
selection is dismissed as “trash” by the caption, a rather harsh term that was frequently 
used by The Etude to describe music deemed inferior, and consequently, an emissary of 
Evil.397 
Willie and his mother live in a rural setting. This determination is based upon the 
large, expansive window behind the teacher and the unobstructed vista it frames. The 
conflict created by the urban-to-rural migration of white, Protestant, middle- to upper-
class Americans in the early twentieth century will be discussed in greater detail in the 
forthcoming section, “Only Twenty-Five Minutes Late.”398 Here, however, the 
signification of a young music teacher developing her career in a provincial setting 
relates to three specific aspects of the friction between the assumed musical taste of urban 
dwellers as opposed to their rural counterparts.  
First, Willie’s mother feels entitled to suggest musical selections because her 
unsophisticated locale implies musical ignorance. Not a “mother” residing in a “great 
city,” but rather a “Ma” from the country, she prefers “dance music or variations on some 
old familiar air” because her environment dictates that she “can’t appreciate 
[Mendelssohn and Bach].” She only wants to hear Willie play “something pretty.”399  
                                                          
396 Maguire, “The People To Whom A Girl Plays.” 
397 M.B. Davis, “Music That Pupils Demand,” Etude XXVII, no. 1 (January 1909): 50. 
398 Edwin John Prittie, “Only Twenty-Five Minutes Late.,” ed. James Francis Cooke, Etude, “The 
Etude” Educational Cartoons, XXVIII, no. 12 (December 1910): 807 R. 
399 “The independent and high-priced teachers of the great cities are doubtless, for obvious reasons, 
strangers to this annoyance. But, as one of the great mass of music teachers in the smaller towns of the 
United States, I know the attempt is altogether too frequent among the patrons of the pedagogical 
body politic. Not so with the country music teachers. Their patronage comes from all classes and 
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Second, a dismissive aside in that same article ridicules America’s “shoddy” rich, 
a small percentage of the general population, but pertinent to Frankie’s musical 
biography. We will learn that the Herron family abruptly became a member of America’s 
nouveau riche one exceptional April morning in 1902. From that day forward, her 
newfound wealth and social elevation presented yet another conflict that was never 
resolved. Would she, like Willie’s mother, suddenly lose the ability to discern great 
music from “trash”? Would her musical skills be judged differently if her station in life 
became public knowledge? The Etude only compounded her struggle. It often derided the 
wealthy, bemoaning the “train of dilettantes” that dictated the inferior repertory of music 
clubs.400 Praise was lavished upon the toil and determination of musicians, teachers, and 
parents of modest means who were regarded as inspired by the Divine.401  
That motif was reiterated in a set of pen and ink drawings published in 1911. A 
                                                          
grades of refinement and intelligence, including the shoddy rich and the parents who ‘know a little 
something about music.’ With the former, wealth came where culture never existed, and though there 
may be a Growing Hope in a direction in the second generation, “Pa” and “Ma” cannot appreciate 
[Mendelssohn and Bach.] They prefer dance music or variations on some old familiar air. They are 
also not at all modest about telling the teacher that they don't like this or that piece, and ask, ‘Can't you 
give her something pretty?’”) H.E. Roney, “Shall the Teacher Select the Music?,” Etude III, no. 9 
(September 1885): 197. 
400 “[T]hat a little learning is a dangerous thing needs no proof at this late date, and in the wake of this 
great wave of musical enthusiasm has come a train of dilettantes who organize musical clubs without 
serious aim or serious work.” Ada B. Douglass, “A Plea For More Serious Work Among So-Called 
Musical Clubs,” Etude, Woman’s Work in Music, XVI, no. 2 (February 1898): 54. 
401 “Is it poverty that is holding you back? Think of Mozart, Schubert and hundreds of others who, 
despite poverty, have attained immortality. We have repeatedly seen one-horse-power musicians who, 
by quickening their minds to a realization of the great fact that the consciousness of power comes 
through grasping the reins of the imagination and controlling the God-given forces within themselves, 
have developed to become men and women of surprising force, character and accomplishment. Time 
and again we have witnessed some obscure music worker living amid discouraging conditions, come 
to the point of awakening his energies through the recognition of the fact that in the past he has used 
only one-horse-power, instead of the infinite forces that the Almighty has given him.” James Francis 
Cooke, “Fifty Galloping Horses,” Etude, Editorial, XLI, no. 9 (September 1922): 584. 
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stereotypical “Struggling Artist” perseveres in his violin study with noble countenance, 
focused on a future image of his performance on a grand concert stage. His temporary 
“sacrifices” are manifest in a dingy garret apartment, complete with a crust of bread, and 
a small oil lamp. In contrast, the second installment finds a privileged graduate 
celebrating his academic achievements with friends and drink. His fate, however, will not 
be in an elaborate concert hall like the long-suffering violinist, but rather in a “mud-
gutter” band (Plate 16).402 
Finally, The Etude was well aware that Frankie, as a representative of its average 
reader, was a young woman who lived and worked in a rural setting, yet longed for 
upward mobility. She was not yet a city dweller, but might well take offence at 
patronizing statements regarding those who lived outside the major metropolitan centers. 
In contrast, city dwellers might consider The Etude a journal for teachers living in 
isolation. To reassure both demographic subscribers, The Etude “earnestly protest(ed)” 
the misconception that it was only a journal for “country teachers.”403     
Like most installments in “The Etude” Educational Cartoons the caption printed 
with “How Could the Teacher Know?” does not offer the teacher a solution to the 
problem. Instead, it leaves the situation unresolved with a flippant question, “What shall 
                                                          
402 Presser, Theodore, “Success or Failure:  Which?” Etude XXIV, no. 10 (October 1911): 697. 
403 “Those who think The Etude a journal for music students and ‘country teachers.’ We do most 
earnestly protest against such an off-hand assumption.  The Etude contains ideas of practical value to 
all musicians and music lovers, no matter what their degree of culture and special training may be. We 
may go still further, and say that not one issue of this journal goes to the public but what it will 
contain at least one article by a writer whose rank and standing in the musical world is fully equal to 
that of any one who may read that number. The Etude is meant to be worthy the support of every 
home in the United States, and if those who have it will read it carefully and thoughtfully a much 
greater interest will be aroused . . . “ Theodore Presser, “Those Who Think The Etude a Journal For 
Country Teachers,” Etude, Editorial, XVII, no. 2 (February 1899): 36.  
  158 
the teacher do?”404 It only repeats a recurrent observation, often reiterated in both articles 
and editorials, that a child’s exposure to even a small amount of the wrong type of music 
would undo substantial quantities of serious study. Here, three months of dedication on 
the part of the teacher is threatened by the introduction of “Silvery Grass Hoppers.” Two 
other installments in the “The Etude” Educational Cartoons examine the same theme, 
and, in both, it is the parent who is unwittingly exposing the child to Evil in the form of 
“trashy” music.405 
“Silvery Grass Hoppers” does not exist as an entry in the entire Library of 
Congress catalogue. It is completely reasonable to conclude that it is an imaginary 
creation of Prittie’s artistic fancy, and, as such, has no significance whatsoever. However, 
this is one of only two vignettes in the entire “The Etude” Educational Cartoons series 
where a title page is not only visible, but creates a conspicuous focus. The “Silvery Grass 
Hoppers” is fictional, but its prominent placement in this narrative demands further 
examination.406  
Two possible explanations might illuminate the cynosure of the “Silvery Grass 
                                                          
404 Edwin John Prittie, “How Could The Teacher Know?,” ed. James Francis Cooke, Etude, “The 
Etude” Educational Cartoons, XXVIII, no. 11 (November 1910): 735 L. 
405 “The street-organ penetrates the slums and back alleys of our cities, plays before the farmhouses in 
the country, and may be found in almost every village, always surrounded by a crowd of delighted 
children, it is easy to understand that it must have a great influence in the land. Musical taste is almost 
entirely a matter of training or cultivation, and the barrel-organ begins the process of training when the 
mind of the child is in a most plastic state.  It reaches the children before they come under the 
influence of the public schools.  It follows, then, that children who have been accustomed to hear 
music played in tune have received an important part of their reeducation, inasmuch as they have not 
been spoiled for the teacher.” Henry C. Lahee, “Street-Organ As a Musical Educator,” Etude XVII, 
no. 2 (February 1899): 51. 
406 A forthcoming discussion will examine “Puzzle—Find the Mozart Sonata,” the other installment in 
which song titles are important. In both examples, connections between the titles of the music and the 
larger narrative are evident. 
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Hoppers.” First, Aesop’s musical grasshopper fiddles away his summer while the ants 
tirelessly prepare for winter.407 Starvation and death await the distracted grasshopper, but 
survival is guaranteed for his companions. The Etude frequently warned teachers that 
wasted time, especially during the summer months, would ensure professional failure 
(Plates 31 and 32).408 If Willie’s mother is successful in forcing the music teacher to 
interrupt his burgeoning interest in classical music with a piece of popular “trash,” the 
resulting sloth, an inevitable consequence of participation in such music, will ensure that 
Willie, just like Aesop’s musical grasshopper, will face a wretched future.409 
A second possibility forewarns that Willie’s future romantic relationships are in 
jeopardy if his musical interests in the classical repertory are derailed into popular music 
selections. An education in classical music builds character, contributing to moral 
fortitude and wise discernment in adult matters.410 Poor judgment, the result of time 
invested in “cheap music” and its ancillary Evils, fosters an adult who is incapable of 
wise decisions.  
With his adult judgment compromised because of his youthful focus on “trash 
                                                          
407 Aesop, “Library of Congress Aesop Fables,” accessed August 2, 2017, 
http://read.gov/aesop/052.html. 
408 Drain, “Get Busy! Are You Doing This? Or Are You Doing This?,” Etude XXXV, no. 9 
(September 1917): 630; James Francis Cooke, “A Midsummer Day’s Nightmare:  A Tragic Waste in 
Musical Education,” Etude, Editorial, XLVI, no. 2 (February 1928): 100. 
409 Popular music was “associated with vile surroundings, filthy words, unmentionable dances and 
obscene plays with which respectable Americans are so disgusted that they turn with dismay at the 
mere mention of “Jazz,” which they naturally blame for the whole fearful caravan of vice and near-
vice.” Theodore Presser, “What’s the Matter With Jazz?,” Etude, Editorial, XLII, no. 1 (January 
1924): 7. 
410 “Such music combines in true proportions the qualities of both heart and head, or, in other words, it 
is characterized by the union of the emotional and the intellectual in proper equipoise, and through the 
possession of those qualities in their right adjustment, combination and relationship, it is delightful 
and instructive,” William Mason, “What Is Classical Music?,” Etude XII, no. 4 (April 1894): 86. 
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music,” Willie will not have the ability to realize that his unfaithful spouse, frequently 
emblematized in narrative and illustration as a “grasshopper,”411 with her alluring (or, 
“silvery”) seductive powers, has rendered him cuckolded.  
  
                                                          
411 J. Bowyer Bell, Cheating and Deception, (New Brunswick, N.J: Routledge, 1991); David DeSteno 
and Piercarlo Valdesolo, Out of Character: Surprising Truths about the Liar, Cheat, Sinner (and 
Saint) Lurking in All of Us (Potter/TenSpeed/Harmony, 2013). 
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The Bijoux 
“[T]here can be no question that the indulgence of parents of the middle class 
and the wealthy class of American citizens is becoming a national fault.”412 
Frankie loved nothing more than an afternoon at the movies, or, as she called it 
throughout her life, “the picture show.” She clearly remembered exactly when her 
fascination with film began. It all started after her parents returned home from the St. 
Louis World’s Fair in 1904. No sooner were they inside the house than her father, Big 
Bill, made a startling announcement: He would open the first picture show theater in 
Humble, Texas. Silent movies were the hit of the fair, and their popularity was spreading 
all over the country. Big Bill saw an opportunity to expand his financial standing and 
bring a bit of culture to Humble in the process. Within a few months, the Bijou Theater 
opened its doors for the first time with a double bill of “The Great Train Robbery” and 
“Alice in Wonderland.”  
But to call these earliest movies “silent” was an oxymoron. Even the smallest, 
most remote movie palaces across the country supplied some type of live music to 
provide commentary on the action taking place on the screen. Who better to create the 
musical ambiance than Big Bill’s musical daughter, Frankie? With a new upright piano 
hidden in the wings from the audience’s view and a large sandwich board sign outside on 
the sidewalk, proudly proclaiming “Live Music Provided by Miss Frances Herron!” a 
new adventure began for the entire family.  
Frankie blossomed from the opportunity to play for a captive audience on an 
                                                          
412 Theodore Presser, “Confidence,” Etude, Editorial, XXVII, no. 1 (January 1909): 7. 
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almost daily basis. Big Bill gave her free rein to pick the music she felt most 
appropriately conveyed the action on the screen. And, in addition to the music for the 
films, Frances played and often sang as the audience filed in, during the intermissions, 
and later as the theater emptied. She soon developed an enormous repertory, all 
committed to the prodigious memory she was forced to develop due to the absence of 
backstage lighting. Her confident stage presence emerged along with an even greater 
exposure to the community as a serious and professional musician. From her backstage 
vantage point, Frankie had a perfectly clear view of the audience. She knew most of the 
regular customers and kept track of the comings and goings of her students. 
But, her focus always returned to the screen. For decades, Frankie remembered 
those long, dreamy hours of staring at the flickering images on the screen as she played in 
the dark. She chose Chopin Nocturnes for the love scenes, imagining that Rudolph 
Valentino was seducing her and not Clara Bow.413 Later, as her fingers skipped through 
the filigree of a Mozart Rondo, she dreamed they were dancing instead among Gilbert 
O’Sullivan’s thick curls. And of course Charlie Chaplin’s biggest laughs came when 
Frankie accompanied his pratfalls with Kabalevsky’s “Clowns.” 
She also remembered Jackie Faye Wilburn. Oh, how she detested that little girl! 
Jackie Faye was one of Frankie’s most difficult and obstinate students, complete with 
“moral defects (including) egotism, vanity (and) an overestimation (of) her talents.”414 
                                                          
413 “Woman adores the nocturnes, fantasias, etudes and some of the other works of Chopin. She waits 
patiently for them at every piano recital. She bears up bravely against the Bach, Beethoven, Brahms, 
or Schumann with which the pianist persists in beginning his program, for she knows that she will 
meet her sure reward. After the medicine is courageously swallowed the sugar plum tastes so much 
sweeter.” Henderson, W.J. “Why Woman Loves Chopin.” Etude XXVIII, no. 3 (March 1910): 160. 
414 H.C. Smith, “All Sorts and Conditions of Pupils,” Etude XXXVIII, no. 2 (February 1920): 84. 
  163 
Frankie dreaded the hourly lesson with her because it was painfully obvious that Jackie 
Faye had neglected all preparation and practice. But, there she was at the Bijoux almost 
every day after school, even if the bill had not changed. 
When Frankie arrived for Jackie Faye’s lesson, Mrs. Wilburn answered the door. 
“Is Jackie Faye ready for her lesson?” Frankie asked. 
“Oh, yes, Frankie,” Mrs. Wilburn replied with a perfectly sweet smile. “She 
practices her pieces every single day, regular as clockwork. Right after school” 
“Is that so?” Frankie answered, eager to set the trap. “Right after school?” 
“Oh, yes, Frankie,” Mrs. Wilburn repeated, unaware of the tightening noose.  
Frankie bit her tongue and said nothing. But, she wanted to blurt out, “Well, isn’t 
that queer? She was at the Bijoux every afternoon last week.” 
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“My Daughter Has a Headache and Can’t Come for Her Lesson” 
 “The spinster aunt who was horrified at the thought of the minstrels now thinks little of 
visiting a Broadway cabaret. There her ears will be banged and slammed by more savage 
noises than she could hear in the jungle.”415 
Frankie did not believe the article from The Etude that said, “your patrons are 
your inferiors” when she first read it.416 The idea that a parent like Mrs. Wilburn, a 
member of the Grace United Methodist Church, would blatantly lie to her was simply too 
outrageous to imagine. Yet, The Etude found such occurrences frequent enough to be an 
Evil worthy of examination. In “My Daughter Has a Headache and Can’t Come for Her 
Lesson,” a parent has lied to the teacher so that the student might miss a scheduled piano 
lesson in order to attend a matinee of dubious musical quality (Plate 17).417 In an 
elaborate background vignette, one of only two “Exploded View” submissions in this 
series,418 four Gibson Girls attend a theatrical performance, enthusiastically applauding 
two actors on the stage. The presence of a conductor, arms outspread, and musicians in a 
pit, imply that the performance is a musical event, possibly an opera. However, even the 
largest cosmopolitan centers in the United States, including New York and Philadelphia, 
did not offer mid-week matinees of operas in 1910.419 
The only popular theatrical productions in 1910 that both offered mid-week 
                                                          
415 Theodore Presser, “Music and the Mad Hour,” Etude, Editorial, XXXIV, no. 2 (February 1916): 
87. 
416 Wickham, “Prevalent Faults of American Teachers.” 
417 Prittie, “My Daughter Has a Headache and Can’t Come for Her Lesson.” 
418 “Exploded View” (or, “Cutaway View”) is an artistic technique that permits the viewer to peer past 
the primary subject matter and into a secondary scene. Henry Clarence Pitz, Ink Drawing Techniques 
(Watson-Guptill Publications, 1957); Arthur Leighton Guptill, Rendering in Pen and Ink (Watson-
Guptill Publications, 1997). 
419 John Dizikes, Opera in America: A Cultural History (New Haven: Yale University Press, 1995). 
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matinees and featured an orchestra were found on the Vaudeville circuit. Vaudeville was 
the most popular genre of entertainment in America for over 50 years.420 Yet, The Etude 
made frequent disparaging comments concerning the musical quality of Vaudeville and 
warned parents of the potential dangers presented to vulnerable youngsters by 
questionable theatrical events.  
It neglected to inform its readers that Vaudeville was stringently monitored to 
remain “family friendly,”421 that great artists from the world of classical music, such as 
Enrico Caruso, toured on the Vaudeville circuits,422 and, perhaps most important for a 
young woman like Frankie, The Etude ignored the fact that Vaudeville theatres, 
especially those in rural areas of the United States, afforded local musicians some of the 
only professional employment opportunities available.423 Nevertheless, all of Vaudeville 
was dismissed outright, again with the sweeping term “trash” in discourse directed to the 
parent, the student,424 and the teacher.425 
The girls in this illustration are enthusiastically applauding a stage performance 
                                                          
420 “[T]his evil actually exists. This plague of trashy music is upon us, like an epidemic of cholera…a 
disease the evil effects of which can be seen (or rather heard) every instant and in all places really 
exists.” Weld, “The Invasion of Vulgarity In Music.” 
421 Trav S.D., No Applause—Just Throw Money: The Book That Made Vaudeville Famous, First (New 
York: Farrar, Straus and Giroux, 2006). 
422 Frank Cullen, Vaudeville, Old and New: An Encyclopedia of Variety Performers in America, 2 
Volumes (New York: Routledge, 2006). 
423 Steven Lewis, “Untamed Music:  Early Jazz in Vaudeville” (Honors Theses Division of 
Undergraduate Studies, Florida State University College of Music, 2012), 
https://fsu.digital.flvc.org/islandora/object/fsu:204554/datastream/PDF/view. Musicians seeking 
steady employment moved easily into Vaudeville from jazz and other venues. 
424 “Do you ever allow yourself to play trash?” Daniel Bloomfield, “Daily Questions for Little Music 
Students,” Etude XXVII, no. 6 (June 1909): 421.  
425 “If you think that you can increase the size of your class and your popularity as a teacher, by 
lowering your standard to the popular trash of the hour, you will be sadly mistaken.” Robert Braine, 
“Stick To the Classics,” Etude XIX, no. 1 (January 1901): 22. 
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that presents a man obeisantly bowing to a woman in a theatrical display of courtly 
manners. The caption, however, betrays an example of The Etude’s ill-concealed racist 
tendencies.426 The program for this particular Vaudeville matinee427 includes an act in 
which a “trained baboon” appears on roller skates. This comment might be rooted in 
historical fact. Animal acts were indeed enormously popular in Vaudeville in 1910, and 
the famous chimpanzee named “Peter the Great” appeared in both New York and 
Philadelphia that year. Among his skills, “Peter” performed on roller skates.428 
Although it is beyond the scope of this research to examine the racial components 
found in The Etude, it is possible that the term “baboon” was infused with more nefarious 
connotations than just an oblique reference to “Peter the Great.” Scientific terminology 
traditionally reserved for primates was commonly transformed into ethnophaulisms to 
label African-Americans.429 The Etude’s frequent use of the adjective “trash” to describe 
Jazz and Ragtime, combined with the observations by preeminent musicians such as 
Gustav Mahler that linked “the negro,” his “jollifications,” and his “rhythm,”430 suggests 
that the use of the term “baboon”431 here was intended as a racial slur.  
                                                          
426  “American music, our national music, if we are to have one . . . will not be the music of our savage 
aborigines, nor will it be the pathetic wails or the plantation jigs of black men.” Theodore Presser, 
“Un-Hyphenated America Music,” Etude, Editorial, XXXIV, no. 2 (February 1916): 87. 
427 S.D., No Applause—Just Throw Money: The Book That Made Vaudeville Famous. 
428 Daniel E. Bender, The Animal Game (Harvard University Press, 2016). 
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430 Gustav Mahler, “The Influence of the Folk-Song on German Musical Art,” Etude XXIV, no. 5 
(May 1911): 301. 
431 “It seems to me that the popular music of America is not American at all, but rather that kind of 
music which the African negro transplanted to American soil has chosen to adopt. It must be 
remembered that the music of the African savage, be he Zulu, Hottentot, Kaffir or Abyssinian, rises 
but a trifle above the rhythmic basis. When these people, the ancestors of the present American 
negroes, made their compulsory voyages from the jungles of the Dark Continent to the New World, it 
should be remembered that they were in most cases savages pure and simple. While I have the very 
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In the foreground sits a young teacher, clean shaved and impeccably attired, his 
mien highly professional. His studio is tidy, and his piano, situated in a corner, is 
uncluttered and ready, with music already open for the next lesson. Like the young 
female teacher in “How Could the Teacher Know?” (Plate 15)432 the suggestion is that 
even the most conscientious teacher at the beginning of a career will learn that Evil can 
emanate from the interfering actions of their students’ parents. He has distanced himself 
from the piano, as will be seen again when another youthful teacher awaits the delayed 
arrival of her pupil. 433 The Evil of the parent’s mendacity, a “daily tragedy,” 434 might 
prove too overwhelming and ultimately lead him away from a musical career. 
We are unable to determine if the teacher suspects dishonesty, nor do we know if 
he called the student’s home when she failed to appear at the scheduled time, or if the 
deceitful parent called him. Regardless of these details, we know that he will not 
passively accept the situation. The Gibson Girl teacher in November435 appears to accept 
the interruption of her lesson with Willie with a sense of repose and resignation, her torso 
appearing to slump back in the chair. In contrast, this young man does not accept the 
situation. He reacts with anger despite the description of him as “discouraged.” His body 
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leans forward into the phone receiver, and his clinched fist pounds the desktop. His knees 
are not pulled under the desk, a posture that would imply his willingness to surrender to 
“a desk job.” Rather, his legs remain outside the opening in the desk, providing him the 
ability to spring into action at any moment and return to his piano.  
  
  169 
 “and our lives were never the same.” 
Seventy years later, Frankie remembered the events of that day with dazzling 
specificity. It started off like any other April morning in 1902. Frankie always got up at 5 
AM and ran outside to make sure the horses had plenty of hay and fresh water. Once her 
older brothers were married and living on the back portion of the family farm, some of 
their chores had fallen to her, but she didn’t mind any chore that gave her a few minutes 
with the animals she loved so much. To her, it wasn’t work at all. On her way back 
inside, she stopped long enough to pick up the fresh eggs that were waiting in the hen 
house. She downed a quick breakfast, gave one kiss to her Papa as he left for the trolley, 
another to her Ma who was at the kitchen sink, and a final kiss to her younger sister, 
Maggie—even though Maggie was unaware of the morning rituals.  
It was the final few weeks of Frankie’s junior year in high school, she often 
recounted. The Girls Industrial College opened in Houston the previous year, and 
Frankie, along with two of her best friends, planned to apply.436 The music department 
was small, but the faculty was impressed with Frankie’s audition and offered her a partial 
scholarship. Although her father was then earning a middle-class wage at the National 
Biscuit Company in Houston, college was cost-prohibitive without the financial 
assistance.  
Before that particular spring morning, no one would have known that significant 
changes were about to occur-transformations that would radically change not just her life 
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but the lives of every person she knew and for generations to come. Seismic shifts were 
percolating just below the surface that would lead to long-lasting and profound impacts.  
Until that day, Humble, Texas was little more than a farming and lumber-
producing town. The population had seldom approached 1,000, and most citizens were, in 
some manner or another, related to Frankie either by ancestry or by marriage.437 The 
majority of white male residents commuted into Houston to assume their place on one of 
the many new factory assembly lines.438 Their wives remained home, charged with 
domestic duties, while their children attended a one-room school near the center of 
town.439 The adult African-American population stepped into the agricultural and sawmill 
positions vacated by their white counterparts. Their children were often left unattended 
during the day, denied the ability to attend school, but physically incapable of manual 
labor.440 
Frankie clearly remembered school that day, gazing out the window and 
daydreaming of the forthcoming college years. Her dreams of days filled with Bach and 
Brahms and perhaps a new beau or two. Perhaps she might find more exciting musical 
opportunities and a bit of love? Maybe she could combine the two and play duets with 
one of the young men who she would surely meet. These thoughts were going through 
her mind when a sudden, an ear-shattering blast interrupted her reverie.  
A series of thunderous Kabooms shook the small school building, the glass 
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windows rattling in their casement. Frankie’s desk and those of all the kids trembled, 
knocking pencils and notebooks to the floor. The entire class, including the teacher, 
reacted with shrieks of fear and confusion.  
Almost immediately, before the shock could begin to wear off, men’s voices were 
heard from outside, shouting on the street. All twelve school children, ranging in age 
from seven to seventeen ran to the windows along with their teacher, Miss 
Higginbotham. What they saw was both confusing and compelling. 
The men ran into the center of town from all directions, some bolting from their 
stores, neatly dressed in professional attire, others rushing in from the general direction of 
the large explosion sounds. Those men were dripping in some kind of black lather, as if a 
large paintbrush had coated them from head to toe. My grandmother and the other 
children watched the men tossing hats and hollers high into the open air with boundless 
enthusiasm, then embracing one another wildly and dancing with glee, seemingly 
unconcerned as the strange black substance was transferred from the carriers to the well-
dressed.441 
The school children watched as a few women arrived on the scene, squealing with 
delight. They, too, welcomed the embrace of the filthy men, ruining perfectly clean 
dresses in the process, but without the least bit of notice. The children staring down on 
the jubilation, utterly confused by the outburst of joy, delighted at the decidedly un-adult 
behavior on display. These adults, staunchly conservative in all aspects of dress and 
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deportment, never would have behaved with such manic displays of exultation in any 
other circumstance, but this was something altogether extraordinary.  
The kids were lined up, staring down on the wild scene. One little girl standing 
near Frankie screamed out, “Look! Look over there! Look!” The full assemblage 
followed the direction of her tiny finger, leading their collective gaze from the street 
below to an empty field on the horizon. There, they saw a sight even more bizarre and 
certainly more frightening than the bacchanal below: a huge black plume shooting into 
the sky, sending enormous fountains of muddy liquid heavenwards, straining to reach the 
clouds, then cascading back down to earth. It was only one of three such enormous black 
geysers in view, each erupting with a force that continued to shake the ground beneath 
the school building.  
Soon the kids were assaulted by a putrid smell, bitter and odious, filling the air, 
their eyes began to burn and nostrils stung. Miss Higginbotham pulled the children away 
and slammed shut the open windows in an effort to keep the offensive air outside, but 
you can bet each face remained stationary for the rest of the afternoon, noses squished 
into the glass panes.  
My grandmother never forgot that April afternoon. She never forgot the sights, 
the sounds, and the smells. For the next 70 years, she would retell the events of that day, 
down to the most minute detail. She told of the fear that rocked through the classroom 
and the confusing jubilation that filled the streets. She told of the visual impact of the oil 
shooting into the sky, but not yet comprehending its meaning.  
But no matter how many times she repeated the story, it always concluded with 
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the same coda. First, a bittersweet half-smile would cross her face, then an indiscernible 
glaze would overtake her usually sharp eyes, and finally, a languid sigh would transport 
half-whispered words, “and our lives were never the same.” 
Oil made money. And a lot of oil made a lot of money for a lot of people. The oil 
that gushed from the ground in Humble, Texas that day in 1902 would go on to constitute 
a larger find than even the fabled Spindletop discovery 75 miles to the east.442 Almost 
overnight, Humble was transformed from a small rural outpost with a few hundred 
residents into a mecca for thousands seeking fame and fortune. The population increased 
more than 200% in one year,443 and the Humble Oil and Refining Company, the first 
incarnation of what would later become Exxon Mobile, was quickly formed.444 
The market value of family farms in the immediate vicinity shot up higher than 
the oil geyser itself.445 Like hundreds of other landowners in Humble, Frankie’s father 
was bombarded with daily offers from greedy speculators, each dangling more lucrative 
terms than the next before his eyes. For most residents, the temptation proved too much 
to resist, and neighbors were soon packing up to move off the land that had been in their 
family for generations.  
The Herron family somehow resisted all initial offers to sell their 100 acres. 
Sensing that the land might continue to increase in value, the Herron men—Frankie’s 
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father and her two older brothers—held fast. Their business acumen paid off handsomely, 
and parcels of the land were leased to the oil speculators but never sold outright. Within a 
few short years, the expansive family was suddenly wealthier than they ever dared dream 
possible. 
College tuition now presented no financial hardship at all for the family. Frankie 
packed her things that fall and moved into Houston for her first semester at the Girls 
Industrial College, but when she returned home the following spring, Humble was almost 
unrecognizable. As oil poured out of the ground, the townspeople, who had previously 
lived a modest middle-class life, were suddenly sporting the nouveau riche vestiges 
created by the flood of fortuitousness. New homes, built solely to impress, sprung up 
everywhere, horses now competed with automobiles for space on newly paved roads, and 
dungarees, previously the cradle-to-grave uniform of virtually every citizen, were 
replaced with garish examples of the latest haute couture.  
Frankie’s previous students welcomed her back, even if only for the summer, but 
she quickly noticed that even her old students had somehow fallen victim to the effects of 
the oil boom. Player pianos were now all the rage, and it seemed that graphophone blared 
ragtime music from every open window. Yes, parents were still committed to their 
children’s musical education, but Frankie felt suddenly uneasy and unsure of herself even 
in the homes of old friends.446  
The Pruitt family was a perfect example. Homer Ray began piano lessons with 
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Frankie when he was only four. When she left for college the previous fall, he was almost 
ten, and making great musical strides. Along with her other students, she entrusted 
Homer Ray’s musical training to the new church organist, Mr. Eli Taft (A nice man, she’d 
always say, but rather queer). Almost immediately upon her return, the Pruitt’s invited 
Frances to their new home for dinner. The evening was lovely, their home was swanky, 
and the conversation, dominated by Mrs. Pruitt’s activism in the Suffrage movement, was 
cordial.447 Didn’t she know that a woman educated in music gave the community “far 
more uplift to the cause of suffrage . . . than all the militant individuals who are trying too 
[sic] secure votes for good women by proving they can fight as savagely as the worst of 
men?”448 
The Pruitt’s invited Frankie into their new parlor for an informal soiree as the 
“colored girl” (domestic workers were another new addition to many households) cleared 
the dinner table. Frankie was asked to play their new piano, and she was happy to oblige 
with a short piece of Mendelssohn. She knew from multiple articles in The Etude that the 
selection of repertory should always fit the audience and atmosphere. One must neither 
patronize nor condescend to one’s public.449 
When she was finished with her selection, Frankie returned the favor and, keeping 
                                                          
447 Karen J. Blair, The Torchbearers: Women and Their Amateur Arts Associations in America, 1890-
1930 (Indiana University Press, 1994). 
448 Presser, “Never Too Late.” 
449 “It behooves the recitalist, then, if he would follow accepted educational principles, to study the 
digestive capabilities of his guests. To educate, one must go down nearly to the level of those to be 
interested in better things. Keep a little ahead of them and rise slowly, as they make progress. It is not 
enough to stand in the heights and beckon; one must go down and lift, in some cases boost.” W. 
Francis Gates, “Suiting the Program to the Audience,” Etude XXVII, no. 1 (January 1901): 50 
  176 
in the protocol dictated in The Etude, asked Homer Ray to play.450 The previous fall, 
Frankie and Homer Ray were exploring a Chopin Valse and one of Beethoven’s 
Bagatelles. She was eager to hear his progress. Perhaps, with nine months of tutelage 
with the new church director, Homer Ray could play a four-part Bach chorale? 
A sly giggle passed between Mr. and Mrs. Pruitt and their son. “We have a 
surprise for you, Miss Frances!” Mr. Pruitt announced. “Please sit down.” 
“Oh?” Frankie proclaimed. Although she loved surprises, something about this 
particular situation had her worried. It did not seem promising. “A musical surprise?” 
she’d asked, hesitatingly. 
Homer Ray jumped up quickly, ran to the piano, and rummaged through a stack 
of sheet music. He found the desired piece but opened it too quickly for Frances to see 
the title. As Homer Ray adjusted the stool and sat down before the keyboard, Mr. and 
Mrs. Pruitt assumed a rather formal position behind him. 
“And, what is this?” Frances asked with a forced smile to cover her genuine 
confusion. “A trio, perhaps?” 
Before the parents could answer, however, Homer Ray launched into a spirited 
Allegro. Frankie did not recognize the piece right away, but she was troubled with his 
sloppy attacks, muddled peddling and, from what she could see, unorthodox fingerings. 
Frankie had worked with Homer Ray on each of those technical issues at great length 
before she left, but they seemed to have crept back, and with a vengeance.  
The refrain of the trio began and Mrs. Pruitt had launched into an odd collection 
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of confusing lyrics:  “Place? Park. Scene? Dark. Silv’ery moon is shining thro’ the 
 trees . . .” 
 Frankie remained confused for the duration of the introduction; however, the 
chorus, familiar in spite of its overwhelming insipidness, resolved the mystery.  
“By the light . . .” Mrs. Pruitt began. 
As Mrs. Pruitt sustained the last note, Mr. Pruitt suddenly joined in. “Not the 
dark, but the light . . .” 
“Of the silvery moon . . . .” began the next phrase, again the last note sustained. 
“Not the sun, but the moon . . .” came the inevitable echo. 
And so it continued through the refrain. Then, vainly hoping for a merciful 
conclusion, the dreadful piece started again, with Mr. and Mrs. Pruitt reversing parts. The 
Pruitt’s had been quite certain that Frankie would be delighted with their performance, 
and of course she smiled and swayed along. What they did not realize was that her 
expression was painfully forced. Frankie kept the frozen smile on her face throughout, 
but in truth, she was horrified by the crude display of sloppy intonation, blurred rhythms, 
and tasteless choreography.  
This was precisely the type of popular music against which The Etude had railed. 
It was not music that would “lead mankind up the shining steeps (sic) toward the Creator, 
of all thing pure and lovely.”451 No, this selection did not have “the power permanently to 
interest and develop a growing musical mind . . . with its trite, mawkish, sentimental 
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phrases.” 452 
Did Homer Ray already forget those “Daily Questions for Little Music Students” 
they had read over together? Surely, he remembered to “cultivate a taste for all that is 
good in music,” and never “allow yourself to play trash.”453 
“Well, now,” Frankie said at the conclusion, struggling for words that would 
neither deceive nor praise. “Wasn’t that just . . . just . . .  something?!” The Pruitt’s were 
delighted with their performances, and Frankie forced a bit of insincere applause. 
“Would you like to hear another piece, Miss Frances?” Homer Ray was probably 
very eager to please his previous teacher. 
“Of course! How about that lovely little Chopin we finished last year?” What else 
could Frankie have said? She tried to reign things back in. 
“No, ma’am,” the little boy told her. “I haven’t played that since you left. 
Anyway, I don’t really care for that stuff anymore!” Frankie’s heart sunk. That “stuff” 
helped Homer Ray immeasurably. “I’m keen for ragtime!” There it was. Frankie hated 
ragtime with a vengeance she nursed for the rest of her life. 
“Well, what has Mr. Taft given you?” she asked. 
“Mr. Taft says I can play anything!” came the response.454 
“Anything?” Glancing about the parlor, Frankie once described seeing that the 
Pruitt’s had purchased pages upon pages of popular sheet music. They were stacked on 
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the piano and surrounding tables. She’d even thumbed through a few pieces, searching 
for just one piece of Beethoven or Schubert, or even an issue of The Etude. Instead, she 
only saw garish illustrations on pieces with strange titles such as “Let Me Call You 
Sweetheart” and “That Lovin’ Rag.”  
During her long walk home that night, Frankie felt crestfallen. One of her most 
promising students had fallen victim to the ragtime fad.455 In fact, all of Humble, Texas 
seemed to be swept up in the Jazz Problem.456 What happened to her beloved hometown? 
If everyone was bonkers for this kind of “trashy” music and Jazz, what did that say about 
its future? And what about her future?457  
She walked home feeling disillusioned, dragging a twig along a picket fence, as 
she sighed heavily and looked up at the moon. Without even being aware of it, Frankie 
might have begun to sing out loud, very quietly at first. “By the light, of the silvery moon” 
By the time she turned the corner towards home, she would have been singing full out 
and with increasing momentum. “Your silvery beams will bring love dreams . . . “ 
Frankie probably did not realize it at the time, but she slowly began to love the 
very music The Etude warned her to avoid. The resulting tension between the repertory 
she was told to value at the exclusion of all others and the music that secretly delighted 
her was a source of conflict that endured for the rest of her life.458 Volumes of classical 
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music were proudly displayed in her music studio for all to see, and issues of The Etude 
were strategically placed in the vestibule for waiting parents to peruse.459 Covers of The 
Etude that were especially beautiful or ornate were framed and adorned the walls. The 
room unmistakably announced to all that a serious, classically trained, and conservative 
musician occupied the space. 
Frankie presented her students in public recitals at least twice a year. I remember 
performing on programs that consisted of selections only from the classical repertory 
with a heavy emphasis on Mozart, Bach, and Chopin. When she played publicly herself, 
the programs were equally conservative, designed to present a public image firmly rooted 
in the classical repertory. Her old recital programs announce virtuoso selections by Liszt, 
Schubert, and Schumann.460 
In contrast to her projected image as an idealized classical music teacher, my 
grandmother kept a secret, hidden away, stored in a small closet off to the side of her 
music parlor. There, concealed in a row of unmarked boxes, Frankie kept a prodigious 
collection of sheet music selections from Tin Pan Alley and Vaudeville. The contents of 
those boxes became another one of her life’s secrets, just like the fantasies of fame in 
which she often indulged. She never played those selections when a student was present, 
nor did she leave that music out during lesson times for parents to spot. But when the 
long teaching day was over, when the dishes were done and the dogs were fed, Frankie 
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would open the closet door, rummage through the unmarked boxes, extract a favorite 
piece or two, and sit down at the Chickering. In the quiet of those late hours, the house at 
802 Alamo Avenue was filled with the music of Cole Porter and Irving Berlin, not 
Beethoven and Mozart. She delighted in singing along, her robust soprano carrying the 
jaunty lyrics of Lorenz Hart and Oscar Hammerstein II into the night. 
Frankie’s students received her conflicting musical messages in their lessons. 
“This is real music, Smiley,” my grandmother would say to me as we worked through 
Chopin or Brahms together.  
“But, this,” she would almost whisper as she extracted a Gershwin favorite from 
her side closet at the end of our lesson, “this is just for fun, and only because you worked 
so hard on that Mendelssohn today.” 
The main course finished, musical desert was served. Soon we would be playing 
and singing together, usually improvising harmonies and syncopations. When we finished 
with our fun, that same sheet music was immediately returned to the box in the closet, 
only to be played again under equally covert circumstances.  
In a delicious twist of irony, I clearly remember that our favorite duet was “Let’s 
Call the Whole Thing Off.” Gershwin’s lyrics examine the very type of conflict Frankie 
experienced in her musical taste, and when we sang it together, we specifically accented 
the very syllables used to differentiate between the two contrasting manners of speech 
and the opposing worlds they represent. The lyrics celebrate the battle between the formal 
and the casual (“You like potato and I like potahto/You like tomato and I like tomahto”); 
the friction that is created when that which should be revered as erudite and classic 
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(“pater  . . .  mater”) is challenged by the fun and casual (“father  . . .  mother”).461 
The same conflict remains unresolved in my life. Today, I insist that only 
classical music is played in our home, especially when our children are present. Mozart 
and Bach accompany our family dinners, and Schubert and Vivaldi chauffer us on the 
daily car rides to and from school. But, when I am home alone, when the house and the 
car are empty, only our dogs, “Clara” and “Robert,” learn my secret: Ella Fitzgerald 
replaces Horowitz; Duke Ellington ousts Chopin; and, in my most brazen moments, 
Sondheim supplants Schubert. 
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“Puzzle: Find the Mozart Sonata”  
“Ragtime is syncopation gone mad, and its victims … can only be treated successfully 
like the dog with rabies, namely, with a dose of lead.”462 
The Etude never resolved the conflict between classical and popular music for its 
readers. It consistently perpetuated the myth that European “art” music was intrinsically 
superior to its Yankee counterparts. Quality music assured serenity and nobility of 
purpose, especially when placed within the confines of a cordial musical family that 
understood its value. But even in a warm, loving and musical home, the choice of music 
remained a non-negotiable qualifier. That editorial thesis was illustrated in the July 
installment of “The Etude” Educational Cartoons (Plate 18).463 
Musical iconology has celebrated family music making since the Renaissance, but 
domestic music scenes took on increased popularity with the Dutch masters of the 
seventeenth century.464 The Etude, in both written and visual discourse, often stressed 
that music in the home was a cohesive force that would bind a family together.465 In the 
table of contents, a recurring section of printed music was entitled “Selections for the 
Musical Home.”  
The Etude, however, was quick to remind readers that not just any music would 
serve as a balm for families. The wrong type of music, even if selected by well-
intentioned parents, was as dangerous to the welfare of a child as no music at all. Popular 
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music, routinely dismissed by The Etude in the strongest terms (“Trash!”466), would not 
suffice to protect children from external Evils. In order to guarantee domestic bliss and 
social stability, the choice of music was just as important as the presence of music 
education itself.  
One of the Evils presented by The Etude in 1910 was the extraordinary popularity 
of Ragtime music, which was sweeping aside all other genres with breathtaking speed. 
The Etude had already derided and dismissed Ragtime as unworthy of attention and 
serious study. Ragtime was presented as potentially dangerous to societal norms due to its 
racial component.467 Readers were warned that those who listen to Ragtime music will 
have “ears (will be) banged and slammed by more savage noises than she could hear in 
the jungle.”468  
The use of the word “savage” and the racial connotations therein warrant further 
exploration because it must be acknowledged that Frankie firmly held racist beliefs. 
However, the history of racist discourse in mass media publications is beyond the scope 
of this study. How and when various components of racially charged discourse fell into 
or out of social acceptability in mainstream American society remains largely 
untheorized.469 The study of music iconography likewise awaits scholarly research that 
will investigate the function of racist imagery in musical art.  
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468 Theodore Presser, “Music and the Mad Hour,” Etude, Editorial, XXXIV, no. 2 (February 1916): 
87. 
469 Tom W. Smith, “Changing Racial Labels: From ‘Colored’ To ‘Negro’ To ‘Black’ To ‘African 
American,’” Public Opinion Quarterly 56, no. 4 (January 1, 1992): 496–514, doi:10.1086/269339. 
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For the purposes of this study, it is clear that a significant catalyst for The Etude’s 
melodramatic and absolute dismissal of all things Ragtime and Jazz was based upon its 
belief that those specific genres were primarily composed by African-Americans and 
intended for the enjoyment of an audience that was also largely African-American. As 
such, according to The Etude, that music was artistically inferior and therefore socially 
pollutive.470 To acknowledge the musical value of Ragtime and Jazz in an inclusive 
discourse would have forced a concession on the part of The Etude that non-European 
culture was not inherently superior to other genres. Instead, The Etude held fast to its 
conviction that Western art music, created as it was by white, Christian, European men, 
was therefore the only music of value.471  
The Etude found racial superiority in education itself. In “Patrons Have Duties to 
The Teacher,” W. S. B. Matthews, a frequent contributor to The Etude, wrote that the 
greatest benefit education offers a child is the sense of accomplishment, “of being able to 
do something new.” From there, Matthews linked the self-satisfaction found in 
                                                          
470  “First, Jazz, at its worst, is an unforgivable orgy of noise, a riot of discord, usually perpetrated by 
players of scant musical training who believe that their random whoops, blasts, crashes and aboriginal 
tomtoming is something akin to genius . . . respectable Americans are so disgusted that they turn with 
dismay at the mere mention of “Jazz,” which they naturally blame for the whole fearful caravan of 
vice and near vice.” Presser, “What’s the Matter With Jazz?”  
471 “Culture stands as a synonym for the best there is in life. The material evidences of it, while always 
unobtrusive, are eloquent in their tribute to its existence. In art the touch which perpetuates is 
vouchsafed only to the cultured few. Music, which in our midst, among our own people, has lifted up 
its head and taken a proud and worthy position as one of the handmaidens of culture, is too frequently 
approached in a manner and spirit sadly wanting in an understanding of its dignity. Music is so closely 
allied to dramatic and romantic literature; so fraught with the burden of kindred arts; so clearly an 
outlet for the passions and emotions of mankind, that the person who is empowered through his 
discipline, his ambition, and the purity of his ideals to read and understand its meaning may truthfully 
be said, not only musically, but in a broad and general sense, to be cultured. Why rest content in the 
valley while hills and mountains are at hand which will be ours for the climbing?” Theodore Presser, 
“Culture,” Etude XVII, no. 6 (June 1899): 178. 
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educational accomplishments to power, and then connected power to sustaining racial 
superiority. 
[T]his (a sense of growing power) is the life-preserving element in 
the race. When once a race or an individual learns that to know a 
new thing or to be able to do a new thing is an element of power 
and affords an exhilaration and stimulation, that individual or race 
is going on and will seek more of it.472 
 
At first glance, “Puzzle: Find the Mozart Sonata,” appears to support The Etude’s 
premise that a musical family is secure and connected. A happy, nuclear family enjoys 
the cohesion created by an impromptu concert, even with the family dog enthusiastically 
joining in. A closer inspection of the musical choices reveals these naive and possibly 
subversive parents are unwittingly placing their son, “Tommy,” in danger, both 
immediate and long-term (Plate 18).473 
A musical selection entitled “Heros” (sic) has been discarded and placed on top of 
the piano. Instead of paying musical homage to heroes, the family is happily performing a 
fictional popular song, “The Parade of the Cigar Indian.” Wooden Indians were 
iconographically associated with the entrance to neighborhood cigar stores and tobacco 
shops. As noted earlier, The Etude often associated societal dangers with the use of 
tobacco and alcohol.474 An entire “parade” of such carvings would only be found on a 
nefarious street with multiple tobacco establishments. Such miscreant neighborhoods 
                                                          
472 Matthews, “Patrons Have Duties To The Teacher.” 
473 Prittie, “Puzzle: Find the Mozart Sonata.” 
474 “I confess of the greatest talents lose their charm for me when not wedded to uprightness of 
character. The old aphorism that ‘Only the Good are truly great’ is as true now as ever, and exactly 
applies in the present case. An evil which has clinched the flame of many a musical genius ere it 
reached maturity is intemperance,” F.O. Jones, “Moral Standing of the Musical Profession,” Etude III, 
no. 2 (February 1885): 32.); “Tobacco was commonly coupled with liquor in the crusades of the 
temperance journals,” Mott, A History of American Magazines. p. 210. 
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enticed children and threatened their safety and well-being.475 The expectation of 
associated vices, including alcohol, is confirmed by the presence of a composition lying 
on the floor that extols the creation of Pilsner beer (“On the Banks of the Pilsner Long 
Ago”).476 
Other pieces, scattered haphazardly about in a disorganized mess, reveal 
additional threats to the family unit and specifically to Tommy’s future. According to the 
title of one musical selection, Tommy’s mother made the family’s portières into 
perfidious pants for her own feminist-inspired fashion choice, thereby creating a political 
statement in support of Progressive politics. By 1910, the Women’s Suffrage movement 
was gaining momentum, especially in large northeastern cities including Philadelphia.477 
In America’s wealthier homes, portières provided a popular and attractive method to 
section off large rooms into smaller, secluded areas. 478 Tommy’s mother, in an act of 
feminist revolt, has joined the Suffragette movement. Her vehicle of defiance, those 
treasonous trousers, came at the expense of her family’s comfort and highly valued 
privacy.479 
                                                          
475 “[A]nd total freedom from the corrosions of vice are as necessary to the musician as to any man in 
the world.  The alcohol viper, ‘the serpent of the still,’ as Hawthorne calls it, is a dread enemy of the 
executive, the didactic, and the creative musician.” Theodore Presser, “It Is Odd That the Word 
Nervous,” Etude XVII, no. 3 (March 1899): 68.  
476 Zahna Caillat and Barbara Mueller, “The Influence Of Culture On American And British 
Advertising: An Exploratory Comparison Of Beer Advertising,” Journal of Advertising Research 36, 
no. 3 (1996): 79–89. 
477 Caroline Katzenstein, Lifting the Curtain: The State and National Woman Suffrage Campaigns in 
Pennsylvania as I Saw Them (Dorrance, 1955). 
478 Mme. Le Prince, “The Use of Draperies in Decoration for Portieres, Curtains, Etc.,” The Decorator 
and Furnisher 4, no. 5 (1884): 165–165, doi:10.2307/25584014. 
479 “Possibly the same thing might be said of the army of admirers of poetry, painting, and even 
sculpture. Architecture appeals to few women. Its elements of stern reality jar upon their aesthetic 
sentiment. It is a shock to feminine sensibility to realize that the flying buttress is fundamentally a 
device to resist thrusts or that the groining of a ceiling was originally a mere incident in the crossing of 
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In addition to his mother, Tommy’s future relationships with other women will be 
compromised by the musical selections his parents have permitted to enter their home via 
popular music. One selection, the title partially obstructed, begins with the crude term 
“girlie.” The disparaging slang expression “girlie” had, by 1910, already become 
associated with burlesque entertainment, tawdry magazines, and licentious 
indiscretions.480 Bawdy Songs, overtly suggestive in nature, yet just tame enough to 
avoid censorship, enjoyed increased popularity and circulation by 1910.481  This 
particular “girlie” is an enticing femme fatale, lying in wait to exploit Tommy’s 
burgeoning adolescence. She peers out from under sheet music pages scattered about the 
floor, evocative of disheveled bed sheets. The “girlie” might even become his “Convict 
Bride,” the title of another, more prominently displayed selection. Thus, by their selection 
of musical “trash,” Tommy’s parents have sealed his fate with women, dooming his 
future to wanton floozies with criminal propensities. Tommy “will turn from his scales 
to The Hobo’s Picnic, he will desert his Czerny for The Pirate’s Bride, he will leave his 
octave and arpeggio exercises to stare at the lurid posters of The Queen of the Opium 
Slaves.”482 
                                                          
barrel vaults. Decorative art, which might be supposed to be woman’s aesthetic stronghold, reeks with 
abuses designed to pander to her distorted sentiment. Measures almost stern have had to be taken to 
convince her that wall papers should be made to look like jigsaw puzzles, and that hatracks in the 
shape of peacocks were products of a mind diseased.” Henderson, “Why Woman Loves Chopin.”  
480 Rachel Shteir, Striptease: The Untold History of the Girlie Show (New York: Oxford University 
Press, 2005). (Shteir specifically links Striptease to the other forms of entertainment considered Evil 
in The Etude: “Striptease grew up alongside archetypal American forms of popular entertainment such 
as vaudeville and variety…” p. 6.) 
481 Ed Cray, The Erotic Muse: American Bawdy Songs, Second (Urbana: University of Illinois Press, 
1999). 
482 “The child must be protected against pernicious songs.” Presser, “Real Protection for the Child.”  
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Finally, a graphophone has been purchased by the family and placed on top of the 
piano, a position of dominance and superiority.483 If Tommy is unable or unwilling to 
continue with his musical studies, his parents can continue their bourgeois belief that 
music, even if recorded or broadcast, will exert a positive influence on their son’s 
development and elevate their social standing.484 However, The Etude often warned its 
readers that certain technological advances (including the player piano, the radio, and the 
graphophone and, later, movies and television) could lure parents into a false sense of 
security if the music-making contraptions were permitted to become replacements for 
live music in the home.485  
The illustration has deceived the viewer, just as the parents have been deceived 
into a false sense of security. Even the family dog who, at first glance was joining in the 
musical festivities, has become instead a social critic, alerting the family that musical 
selections made for Tommy have “gone to the dogs.” Another family dog will create a far 
less nuanced critique of specific repertory in a forthcoming installment. 
  
                                                          
483 “Graphaphone,” University of Toronto Scientific Instruments Collection, n.d., 
https://utsic.escalator.utoronto.ca/home/blog/instrument/graphaphone/. 
484 “…do not let the young people of the home get the monumentally inane idea that these marvelous 
and necessary instruments can supply that musical understanding and joy which can come only 
through actual music study . . . “ Cooke, “The Soul of the Home.”  
485 Theodore Presser, “This Has Been Called The Scientific Age,” Etude XVII, no. 2 (February 1899): 
35;. “You can't get away from the fact that the greatest joy comes from being able to play or being 
able to sing. Nor can one's understanding of Music reach its highest level in most cases, until the 
music itself has been passed through the mind and out at the fingers. There is the same difference 
between having someone make your music for you and making it your self there is something 
individual something personal about it which makes it unquestionably the finest pleasure in music.” 
James Francis Cooke, “Home-Made Music,” Etude, Editorial, XLI, no. 8 (August 1922): 513. 
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The Student 
“Henry!” 
“Henry! Henry Edward Collins! I know you can hear me!” Frankie’s voice carried 
across the street and into the playground, projected in equal parts by years of formal 
vocal training and momentary but overwhelming frustration.  
“Hen—REEEEE!” Her voice shot up a full octave on the last, unaccented 
syllable, and it was emphasized with a resolute stomp of her foot on the creaking boards 
of her front porch. “You are very late!” Oh, that little Henry could be so naughty!  
Of course, it wasn’t Henry’s fault: Obviously, he was not taught manners at home. 
His parents don’t appreciate him. Why, if it weren't for the fact that Henry’s mother was 
the best soprano in her church choir, Frankie would have a few very stern words for her. 
If those parents didn’t discipline him now, how on earth would he grow up to be a 
respectable young man? 
Flushed, out of breath, and filthy with grass stains, the little boy zoomed across 
the playground, stopped to check both ways for traffic, and then dashed across the street, 
darted through the front gate, and skipped up the steps. Frankie was waiting there for 
him, her arms dramatically crossed, and her pursed lips leaving no chance for 
misunderstanding. It took an effort on her part, however, to keep from smiling at Henry 
as he scampered along—gosh, he was awfully cute. 
“And just what do you have to say for yourself, young man?” Henry dropped his 
head in shame.  
“I’m sorry, Mrs. Wheeler, I forgot. When I came around the corner, there was a 
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game going on . . . “   
“Game?” Frankie interrupted; her voice returned to its highest tessitura again. 
“No child ever acquired strength by persistently watching sports!”486 She often quoted 
directly from The Etude. 
“I wasn’t just watching the game. I was playing, too.” 
 “Is that what you think life is going to be?  Just a series of ‘games?’ Life is not a 
game, Henry. ‘Savage and uncivilized peoples live only in the present!’ No, life is 
work,487 life is pain,488 and life is responsibility.489 You must learn to deny yourself 
pleasure, Henry!490 And the sooner you learn that, the better off we all will be!” 
The script never changed. He knew this sermon by heart. It was a sermon I would 
hear endlessly repeated years later when I, like Henry, became occasionally distracted by 
boyish diversions.  
“Do you realize that you have wasted more than half of your lesson time on a silly 
‘game’? Those ‘games’ will not help you learn to play the piano, and they certainly will 
not help you to mature into the fine young man we all know you can be.”491 
At this point, her sermons usually began to take on a bit of a conciliatory tone.   
“Now. Get inside.” Her voice was far more reserved now, and Henry knew he 
                                                          
486 James Francis Cooke, “The End of the Line,” Etude, Editorial, LII, no. 8 (August 1934): 450. 
487 “If the child will sacrifice sports and self-indulgence in his youth and study hard, he may become a 
leader in the professional world.” Landon, “Paying the Price.” 
488 “Pain, pain, pain:  that is the key of life. . . “ J.S.V. Cleve, “A Cardinal Fault of the Music-
Student,” Etude XXI, no. 10 (October 1903): 380.  
489 “Pleasure comes through toil … Ease is not happiness. Man’s greatest happiness has been in a 
fruitful activity.” Landon, “Paying the Price.” 
490 “The annihilation of self at the piano is the highest wisdom of all.” Theodore Presser, “This Has 
Been Called The Scientific Age,” Etude XVII, no. 2 (February 1899): 35. 
491 Presser, “Character and the State.” 
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was granted a reprieve. “Go wash your hands, and meet me at the piano.”   
“Yes, ma’am,” Henry muttered as he stepped inside, the screen door slamming 
behind him. 
Watching Henry vanish into her kitchen, Frankie knew it was impossible to stay 
angry with him for long. She would never admit it, but she found him simply adorable. 
After three years of marriage, Frankie began to wonder if she would ever be a mother. 
And at those moments, she sometimes allowed herself to imagine that Henry Collins was 
her little boy, and he was running through her house. She would raise him right. She 
would welcome him home from school every day with a sandwich and a smile, just as 
she did for me. Then, they would go to the piano together, where they would play Mozart 
and sing and laugh . . .  
Oh, she loved how Henry’s shock of strawberry blonde hair peeked in a ridiculous 
cowlick that defied all rules of gravity. She adored his little turned-up nose and marveled 
that it was sprinkled with just the right amount of freckles.  
Oh, and those beautiful hazel eyes! How they danced and sparkled with boyish 
energy. God blessed him twice, she thought, since blue and green were so obviously 
God’s favorite two colors.  
She even gave Henry his nickname, “Happy.” Not only because his toothless grin 
was consistently stretched from ear to ear, but because, when she reluctantly admitted it 
to herself, Henry made her very, very happy. She would nickname me “Smiley” a few 
decades later for similar reasons. 
But was it just Happy’s appearance and bubbly personality that caused her heart 
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to swell with maternal longing? No, that would be far too superficial for a woman who 
valued art and education above fleeting superficialities. No, as much as she delighted in 
Happy’s company, she was quite sure there was more that caused such a strong emotional 
reaction on her part.  
That ‘something’ was Happy’s musical talent. Without question, Happy had all 
the makings of an outstanding musician. When he would focus, he was an exceptional 
sight reader who could toss off scales and arpeggios with a smile, and sail through the 
pieces in The Etude’s “Children’s Page.” He loved to play duets with her, and his treble 
voice was consistently pure and always in tune. In fact, Frankie’s biggest difficulty with 
Happy was to keep him musically challenged. Well, that, and to keep her own yearnings 
of motherhood at bay. That’s why she was so demanding with Henry, she reasoned.492  
Frankie’s real frustration was not really with Happy, nor, truth be told, even with 
his parents. No, she didn’t like the fact that Mr. Collins was one of those dreadful 
Catholics. 
Frankie was frustrated with herself. Henry was hardly the worst offender for 
missed or late lessons. She just couldn’t bring herself to charge the parents of her students 
when it happened. She knew it was the right thing to do, especially after she issued 
repeated warnings. The Etude told her so.493 And, she and her husband needed that 
additional income, just in case a child did come their way one day soon. Plus, she was 
saving her money for the down payment on a beautiful new mahogany Chickering parlor 
                                                          
492 “A little relaxing on the part of the teacher and the pupil has begun (his) triumphal march to the 
rear.” F.G. Ruthburn, “Covering Ground,” Etude, Editorial, XVII, no. 2 (February 1899): 45. 
493 Theodore Presser, “A Will of Your Own,” Etude, The Teacher’s Forum, IX, no. 8 (August 1891): 
147. 
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grand piano she saw recently in Houston.  
But somehow, the mere thought of unpleasantries and potential confrontation 
gave Frankie an uneasy feeling of anxiety. Instead of charging the parents as The Etude 
consistently advised,494 she allowed her anger to brew, just like her grandson does today. 
The Etude reminded her again and again that her position in the community demanded 
respect,495 but setting down strict rules might alienate some students. She felt cornered, 
trapped between the conflicting feelings of . . . 
“I’m really sorry, Mrs. Wheeler.” Unbeknownst to her, Henry had silently come 
into the parlor and put his arms around her shoulders from behind. He squeezed her in a 
big hug, his washed hands almost meeting under her chin. Henry gently laid his little 
sweaty head down her on upper back. She patted the two little hands that were clasped 
under her neck, probably for a bit longer than necessary, and she sighed gently. Why 
couldn’t this be her little boy? Why couldn’t she have a baby? She felt her heart melt, and 
a few tears welled up in her eyes. She loved Happy very, very much. 
  
                                                          
494 “System is a good word to have before us. Business men use it every instant in our big, busy 
country, so why should we be dilatory about accepting a good thing?  There can be no mistake in 
system, in practicing it and following its path.” Jo-Shipley Watson, “The Month of Plans,” Etude 
XXXI, no. 2 (February 1913): 143. 
495 “[T]hose who make music their life-work must learn that they must be true men and women in 
character.” Theodore Presser, “Reform Needed,” Etude, Editorial, XIII, no. 10 (October 1895): 221. 
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 “Only Twenty-Five Minutes Late”  
“Let all cultivate the habits of punctuality, promptness, and dispatch, and they will find 
leisure hours that may be turned into golden account.”496 
When a student like Henry arrives so late for a confirmed lesson that the 
schedule for subsequent appointments dominoes through the rest of the day, private 
music teachers are forced to negotiate an administrative quandary. Students who miss a 
lesson time altogether are cause for even more consternation. The Etude first addressed 
the issue in 1886, only three years into its run.497 Similar articles were published in every 
subsequent decade of publication,498 sometimes in the context of editorial,499 and other 
times as an entry in advice columns as a formal resolution.500 The problem was so 
prevalent that it warranted one extended special article in 1913, entitled “Solving the 
Missed Lesson Problem: A Symposium upon a Matter of Vital Importance to All Music 
Teachers” that invited input from eleven private music teachers.501 
Possible solutions varied depending upon the larger social and political 
environment of the time of publication. During The Great Depression, teachers were 
                                                          
496 Theodore Presser, “Value of Hard Work,” Etude XI, no. 5 (May 1893): 103. 
497 Theodore Presser, “Missing Lessons,” Etude IV, no. 12 (December 1886): 323. 
498 Pamela Dennis, An Index to Articles Published in The Etude Magazine, 1883-1957 (A-R Editions, 
2011). (Dennis’ index cited twenty-two individual articles with the words “Missed Lesson” in the 
titles.) 
499 “[T]he somewhat irregular and uncertain nature of earnings, the rather common unbusiness-like 
habits of the average musician . . . “ Theodore Presser, “Should Artists Marry?,” Etude, Editorial, 
XVI, no. 3 (March 1898): 42. 
500 “Musicians of the country have adopted the rule which requires students to pay for all missed 
lessons, except in case of protracted illness. Teachers are expected to conform to this rule. A 
Resolution Passed by the Philadelphia Music Teachers Association and Endorsed by the Signatures of 
Three Hundred Representative Teachers in all part of the United States.” Theodore Presser, 
“Combating the Missed Lesson Evil,” Etude XXXI, no. 7 (July 1913): 480. 
501 Maud Powell et al., “Solving the Missed Lesson Problem: A Symposium upon a Matter of Vital 
Importance to All Music Teachers,” Etude XXXI, no. 6 (June 1913): 393. 
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encouraged to maintain a strict policy on missed lessons, citing the need for dependable 
income.502 Teachers were encouraged to demand full payment in advance of all lessons 
during the free-spending years of the “Jazz Age.”503 When America was in the midst of 
the two World Wars, The Etude encouraged teachers to refuse further instruction for the 
worst offenders.504 For young, predominantly female private music teachers, dependent 
on their teaching income for financial independence and seeking to attain social 
respectability, all such measures were possibly unrealistic.  
A clear, practical solution to the problem of a discourteous student is also not 
offered in Prittie’s final installment in “The Etude” Educational Cartoons nor in the 
accompanying caption (Plate 19).505 Prittie, however, does infuse the illustration with 
strong iconographical confirmation that the teacher is a young, private piano instructor, 
who, like Frankie in 1910, is at the beginning of her professional teaching career. This 
Gibson Girl, teaching piano lessons in a common room in her parent’s upper middle-class 
home, is eager to find freedom and independence from the constraints of her Victorian 
                                                          
502 “[T]he teacher in the country or in a small town is often worse off, as many of the students many 
not have even telephones. Demanding that lessons be paid for in advance was useless in my case as 
the families of most of my pupils are people in very moderate circumstances, depending mainly on 
one small, town industry, and would have been outraged and insulted if I had asked them to pay for a 
lesson which they had not received.” Esther Valck Georgns, “A Missed Lesson Cure,” Etude LVI, no. 
2 (February 1938): 84. 
503 Fred J. Tighe, “The Missed Lesson, Again,” Etude XLIII, no. 11 (November 1925): 770. (A 
convoluted suggestion for charging students for missed lessons unless monthly payment was made in 
advance.)  
504 James Francis Cooke, “Missed Lessons:  An Established Professional Business Custom Averts 
Serious Loss to Pupils and Teachers,” Etude LXI, no. 10 (October 1943): 636. (This article includes 
the following offer: “Teachers Desiring a Copy of This Pages Printed on Superior Paper, Suitable for 
Framing and Use in the Studio, May Secure It by Sending Ten Cents in Postage Stamps to Cover 
Mailing Costs.”) 
505 Edwin John Prittie, “Only Twenty Five Minutes Late.,” ed. James Francis Cooke, Etude, “The 
Etude” Educational Cartoons, XXVIII, no. 12 (December 1910): 807 R. 
  197 
confinement. Time, squandered and irretrievable, is one source of Evil in this vignette 
because her ability to escape her confines and establishes autonomy. 
First, an examination of the room and its exterior establishes the young woman’s 
background. In 1910, upper middle-class Americans began to leave the growing urban 
centers. The flood of immigrants into urban centers created a sense of anxiety and fear 
among the wealthier, predominantly white residents. Neighborhoods that were previously 
safe and secure were suddenly considered perilous. Simultaneously, upper middle-class 
incomes increased thanks in part to the modernization of the workforce and advanced 
educational opportunities. Soon, those upper middle-class families had both the 
motivation and the ability to flee downtown urban centers for the bucolic suburbs. They 
fled from the new immigrants and into a safe, manufactured world of culture.506 Once 
there, the desire to give the impression of wealth and upward mobility led to the 
construction of expansive new homes specifically designed with a superfluous amount of 
interior and exterior space. 
The home in which Prittie has set this illustration is example of just such a 
wealthier middle-class residence. The family has left the crowded, dirty city to establish 
comfort and establish status in outlying neighborhoods. The large window and the view 
from it reveal multiple signifiers. In urban settings, especially in the Northeast, “row 
houses” were a network of adjacent buildings, commonly placed at or near a sidewalk or 
street. In order to establish preeminence and announce the accumulation of wealth, 
Americans began to build detached homes, surrounded by vast unused parcels of land, 
                                                          
506 Levine, Highbrow/Lowbrow: The Emergence of Cultural Hierarchy in America. 
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and situated far back from transportation venues. The passerby was thus informed that the 
occupants were wealthy enough to purchase their own food supplies from retailers, fully 
abandon a lower-class agrarian life, and eliminate the need for farmland. Unused land 
became a showpiece, a trophy, a visual confirmation awarded to those who had risen up 
from an agrarian life.  
In addition, the distant home, standing in isolation, did not depend upon the 
physical or metaphorical help of neighbors. That detached house commanded respect, 
elicited awe, and created an envied mystique of upper-class success. The home in 
Prittie’s illustration belongs to a family that is even wealthier than the average suburban 
dweller: Instead of another house across the street, this family was able to afford a home 
that looked out upon a vast park or playground where children are seen engaged in the 
popular pastime of hoop rolling.507 The property value of such an unobstructed view was 
considerably more than that of a traditional home, even in the newly created affluent 
suburbs.508  
Further signification regarding social status was created with the arrival of the 
detached, suburban home. City dwellers relied upon mass transit for their transportation 
needs, thereby justifying the construction of row houses adjacent to sidewalks and streets 
in order to minimize the walking distance required for daily tasks. A suburban home, 
however, strategically placed at a superfluous distance from all nearby transportation 
venues announced that the resident’s transportation needs were no longer limited to 
                                                          
507 Howard P. Chudacoff, Children at Play: An American History (New York: NYU Press, 2007). 
508 Richard Leppert, Music and Image: Domesticity, Ideology and Socio-Cultural Formation in 
Eighteenth-Century England (CUP Archive, 1993). 
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pedestrian journeys or a public transportation; the latter implying an unavoidable 
mingling with members of the lower class.  
By 1910, The Etude began to sell advertising space to automobile manufacturers. 
As the “horseless carriage” grew in popularity and prices dropped accordingly, its portion 
of the advertising space expanded. So great was the automobile’s popularity that The 
Etude even went so far as to bump printed music from its traditional place at the center of 
every issue. Two-page advertising space for automobiles was sold in that prime location, 
sometimes replacing Mozart and Beethoven with Ford and Chevrolet.509  
With the physical attributes of the house firmly establishing that the residents 
were members of the wealthy, upper class, attention can then turn to the young woman 
herself. Although her marital status is indeterminate, two strong arguments could support 
the theory that Prittie imagined her as a single woman. First, the traditional Gibson Girl 
was most frequently unmarried. Although some exceptions exist, the prototype Gibson 
Girl reveled in the independence that defined her character, and she usually flaunted the 
autonomy that established her popularity.  
A second, more personal reason is present that serves to confirm Prittie’s Gibson 
Girl as a single woman. A few years after “The Etude” Educational Cartoons was 
published, Prittie married Ella French. She was Prittie’s frequent model, and was 
described by Prittie’s family as a young woman who possessed Gibson Girl looks.510 It is 
reasonable to assume, therefore, that Prittie was romantically attracted to the idealized 
                                                          
509 With the destruction of archival materials, it is not possible to determine the Return on Investment, 
Key Performance Indicators or other advertiser revenue statistics. 
510 Prittie, “Edwin John Prittie: American Illustrator.” 
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type of the single Gibson Girl.511 This analysis will first explore the possibility that the 
young woman in this illustration is unmarried and is therefore living in the home of her 
wealthy parents. It will then reexamine the illustration under the supposition that the 
woman is trapped in an unhappy marriage to an older, wealthier man.  
Prittie demonstrates that music in this particular home is far more important to the 
young teacher than it is to her family, and to her father in particular. The ostentatious 
class marker of wasted space around suburban homes previously discussed was mirrored 
inside the house as well.512 The vignette is situated in an expansive room. The illustration 
implies high ceilings and wide floor space unencumbered with additional furniture. A 
family able to afford a large home in a prestigious location and also able to provide an 
automobile for the family’s transportation needs could certainly purchase a grand or baby 
grand piano for the young woman’s professional aspiration—if such goals were 
supported by her father. Even a mid-range “Square Grand,” the choice of serious 
musicians on a limited budget, would have been beyond such teachers’ current income, 
or, again, perhaps beyond their fathers’ dictates. In the image, this young teacher is 
relegated instead to giving lessons on the entry-level “Upright Grand” style, a model 
inferior in quality and void of a professional aura.513 The upright grand was usually the 
last chance option for a lower-class musician or the flippant choice for a dilettante family 
for whom music was merely a whim, a required symbol for social elevation, but certainly 
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not the object of passionate devotion or professional aspirations.514 
Conspicuously absent from the piano is a bench or stool for the student, and a 
closely placed chair for the teacher. Without the necessary furniture pieces in place, the 
teacher has no realistic hope for a serious musical experience. 515 Focused, attentive 
teachers sit in side chairs next to the student in an arrangement often encouraged by The 
Etude516. In other installments, a separate chair is designated for the teacher, as the scene 
awaits the arrival of the student.517 Forthcoming discussions will examine the presence of 
a stool for the student but no appropriate seat for the teacher,518 and a final discussion 
will find the ominous absence of both.519  
A professional quality piano with the necessary ancillary furniture is not the only 
signifier that is denied to this well-heeled daughter; there is no dedicated music studio 
necessary to pursue her professional goals. In addition to a superior piano, an established 
teacher with a steady clientele would invest in a formal music cabinet to give the studio a 
tidy, professional appearance.520 Manufacturers of affordable, sleek, solid oak music 
                                                          
514 Miles Chapin, 88 Keys: The Making of a Steinway Piano (S.l.: Clarkson Potter, 1997). 
515 Edwin John Prittie, “The Pupil Who Knows It All,” ed. James Francis Cooke, Etude, “The Etude” 
Educational Cartoons, XXVIII, no. 6 (June 1910): 409 L; Edwin John Prittie, “The Teacher Who Can 
Do Two Things At Once,” ed. James Francis Cooke, Etude, “The Etude” Educational Cartoons, 
XXVIII, no. 6 (June 1910): 409 R. 
516 James Francis Cooke, “Foot Stools and Music Teachers,” Etude XLI, no. 12 (December 1922): 
812. 
517 Prittie, “My Daughter Has a Headache and Can’t Come for Her Lesson”; Edwin John Prittie, “The 
Sign The Faculty,” ed. James Francis Cooke, Etude, “The Etude” Educational Cartoons, XXVIII, no. 
8 (August 1910): 547 R. 
518 Prittie, “Great Heavens! You Played A Wrong Note!” 
519 Edwin John Prittie, “Does Bohemianism Pay?,” ed. James Francis Cooke, Etude, “The Etude” 
Educational Cartoons, XXVIII, no. 7 (July 1910): 479 L. 
520 “One important investment is a good music cabinet . . .  Nothing can give the pupil quite so 
injurious an idea of the teacher's lack of system as a poorly cataloged music library.” James Francis 
Cooke, “House Cleaning,” Etude, Editorial, XLIV, no. 5 (May 1926): 331. 
  202 
cabinets were recurring advertising clients in The Etude.521 This teacher is only able to 
neatly arrange her teaching materials in a nondescript bookcase, a utilitarian furniture 
piece commonly found in middle-class homes.522  She has, however, held to the standard 
to neatness and order that was strongly demanded of teachers by The Etude on a regular 
basis.523 She has arranged the music on three horizontal shelves in a highly orderly and 
organized manner.  
The stacks of sheet music, no matter how tidy their arrangement, would be an 
eyesore for those who might occupy the same space at the conclusion of the teaching 
day. To conceal the tools of her trade, this young teacher has attached a small curtain to 
the front of the shelving unit, with a long rod extending across its proscenium. At the 
end of her lessons, a simple tug on the curtain conceals the stacks of music from the 
viewer creating an attractive illusion of normalcy. The room is thus returned to its 
ordinary family function with no indicators that the young woman is in burgeoning 
pursuit of a professional career. 
 The presence of a hall clock solidifies the right corner of the image and serves to 
confirm that this room is of minimal importance to the family. If this room were a 
dedicated formal space reserved for impressing guests or the site of significant family 
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gatherings, the appropriate fixture would be a stately grandfather clock. An expensive 
and prestigious grandfather clock was a common center of focus in the proper parlor of 
an upper-class family.524 It declared that the family was financially able to dedicate an 
entire, unused expanse of wall to an ornamental object d’art that had little to do with the 
pedestrian function of displaying the hour. In addition to its towering visual statement, 
those throughout the home were constantly reminded of the clock’s presence by the 
regular series of chimes on preset intervals.525 
Instead of a massive grandfather clock, however, only a pedestrian hall clock 
anchors this multipurpose room. Such clocks served as functional objects only, and were 
most commonly placed in interior, private rooms that were used for casual purposes.526 
The hall clock is set into a far corner of the room and is angled directly to the teacher as a 
cruel reminder of the fleeting nature of time, both literal and metaphorical. David’s late 
arrival at 4:25 is reflected in the caption. However, 4:25 PM also introduces additional 
signification that compounds the pressure on the young teacher. A woman in 1910 had to 
marry to insure a comfortable future, and, in her search for a husband, “time is of the 
essence.” Visualized time, especially on an analog clock, is iconographically linked to the 
cyclical nature of life itself. The early hours on a clock signify youth and romance, the 
time when a young woman is most likely to wed. Her youth dissipates, however, with 
each passing tick of the clock hands. By 4:25 PM, this teacher is well aware that her 
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“springtime of youth” is dangerously near its end. Her pointing finger not only 
reprimands David for his tardiness, but also forces herself to constantly remember that 
she has “little time left.”527  
The hall clock also implies another, less obvious component of the illustration. 
The presence of the clock signifies the dominance of a male figure, husband or father, in 
the home. Although not present in the illustration, the young woman is subservient to the 
men in her life: husband, father, and even the “Little David.” 
The clock reminds the young woman of her lost wages and directs her eye to the 
outside world she longs to inhabit. The open window and the endless vista it frames, 
symbolize the young teacher’s desire for freedom and independence, characteristics 
reinforced by her Gibson Girl appearance. A successful, prosperous career as a private 
music teacher could be the vehicle by which her autonomy is realized without a sacrifice 
of her social and cultural status.528 The initial study of the illustration, its title and 
caption, imply that the immediate obstacle hindering the teacher’s goal is the 
disrespectful student who, like “Little David,” disregards the rules of punctuality. 
As the wall clock anchors the right portion of the illustration, the young woman’s 
body establishes the left, her profile positioned to accentuate a graceful and curvaceous 
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figure. Even her attractive appearance is problematical when considered in relation to the 
piano itself. She has distanced herself from the piano, suggesting that she left it long 
before Eddie’s late arrival in the room. She was not busy at the keyboard, preparing for 
the next lesson or honing her own musical skills while awaiting David’s late arrival. 
Some other distraction, outside the illustration’s frame took her attention away from the 
piano and hence from her musical future. Combined with the exaggerated perspective of 
the piano, diminished in scope and receding into the distance, the viewer considers the 
possibility that she might abandon not only her burgeoning teaching career but also her 
personal musical aspirations due to the overwhelming frustration resulting from the 
ongoing dilemma she cannot resolve. 
Another historically powerful iconographical element presents a strong harbinger 
that the young woman’s plan for emancipation might be in vain. That element, however, 
will present its own unique problems. “The most striking signifier of male domination of 
women,” wrote Richard Leppert, “was the emblematic caged bird.”529 Both the teacher 
and the caged bird are trapped within a frustrating situation. Strategically suspended 
directly above the window and its ancillary symbolic representations of hope and 
freedom, the caged bird, like the young woman herself, cannot participate in the outside 
world, but can only gaze out upon it from the confines of their respective prison.  
If the cage is recognized as emblematic of a young woman contained and 
controlled by a patriarchal cultural system, then the image presents another compelling 
iconographical component that adds to the gravity of her situation. Of the fourteen 
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installments in “The Etude” Educational Cartoons this is the only submission in which 
Prittie created expansive, intricate walls made of strict, deliberate, and unwavering 
vertical strokes. Walls are seldom constructed in the other installments in this series,530 
and even then, walls are usually suggested with minimal ink strokes and then weave into 
another component or quickly vanish altogether.531 Here, Prittie has invested great effort 
to place the focus of the illustration—the young teacher—within the claustrophobic 
confines of a prison-like structure, complete with the bars that are used to confine a 
prisoner to their cell. Examined through this filter, even the clock, that constant 
representation of tempus fugit, is encased within the prison walls. The expansive view of 
life outside the prison walls, complete with the antics of carefree children, takes on an 
additionally bitter signification. 
I previously proposed that this young woman is single and living in the 
home of her wealthy parents. That determination was based upon factors relating to 
the expansive structure of the home, the archetype Gibson Girl, and Prittie’s 
attraction to the same. I further surmised that average young, newlywed couple 
would hardly be in a financial position sufficient to reside in such a grandiose, 
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suburban home. 
However, if the metaphor of this teacher is a “bird in the gilded cage,” then 
the young woman’s situation must be thoroughly reevaluated. In the early 1900s, 
the most popular song in the crowded “tear-jerker” genre was by far “A Bird in a 
Gilded Cage,” with music by Harry von Tilzer and lyrics by Arthur J. Lamb.532 
Sales of the sheet music version exceeded two million at a time when 50,000 was 
widely considered a substantial financial success.533 The rather melodramatic lyrics 
relate the tragic story of a beautiful young woman, winsomely described as “the 
fairest of all the sights.” Although she is the envy of all who assume that “she’s 
happy and free from care,” we discover that instead hers is a “wasted life” because 
she has married an “an old man . . . for wealth, not love.” Now, she idles her life by 
in “a mansion grand.” The lyrics conclude with a graveside coda: Consider that the 
beautiful young girl’s decision to sell her beauty led to a miserable existence and an 
early demise. 
In an alternate reading of this illustration, the young teacher married a much 
older and wealthier man, and the placement of the clock and the suspension of the 
birdcage augment the young woman’s tragic circumstances. Like the caged bird, 
she is also trapped, only able to gaze out upon a world of freedom and autonomy.  
Whether the heroine is the single daughter in a prosperous family or the 
adornment for a much older wealthy man, the hegemony that keeps her confined in 
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this room and denies her hope for an independent life is patriarchal: Men retain 
control over her future and constitute the first Evil in the vignette. Even little Eddie, 
probably unable to imagine the power that will one day be his, controls and 
manipulates her life, threatening her career and freedom.  
A second Evil is present in both analyses. Squandered time, whether stolen 
by a controlling father, wasted by a marriage to a wealthy husband, or lost because 
of Eddie’s tardy arrival, cannot be retrieved.534 It is the fixed metaphor here and 
was a recurring Evil presented in the pages of The Etude. 
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“War!” 
“Teacher and pupil should work together with perfect sympathy and understanding. 
When each seeks to fulfill his part faithfully, the earnest spirit becomes reciprocal and 
the benefit mutual.”535 
“Papa, who is that?”  
My daughter, Grace Louise, and I were at the piano one afternoon when I 
suddenly realized that she seemed to particularly enjoy pieces with a bouncy left-hand 
melody. I thought of a perfect new selection for her, and I knew where it was. I quickly 
rummaged through a few earmarked copies of The Etude that I keep on hand for just such 
occasions. When I placed it on the music stand, Grace noticed a wrinkled, yellowing 
photo, paper-clipped to the page.  
“Papa, who is that?”  
My grandparents lived only two blocks from the San Jacinto Memorial Grade 
School. Every afternoon for four years, I would fly across the playground when the 2:30 
PM dismissal bell rang. Then I leapt over a dilapidated fence behind the swings, 
screeched to a halt at the next intersection to check both ways for traffic, and then 
scurried the rest of the way. When I zoomed around the corner, I could see their home in 
the center of the next block. Usually, my grandmother was out front waiting for me, 
swaying on their giant, squeaky porch swing, reading an issue of The Etude and sipping a 
large glass of sweet tea.  
That was our daily ritual for four years. 
Although I didn’t notice at the time, during my fifth and final year at San Jacinto, 
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things changed. My grandmother was seldom out front on the porch eagerly awaiting my 
arrival. Instead, I often found her inside, asleep on the sofa. Something was different. 
Either way, the Chihuahuas were always ready to spring into action as I flew up the steps. 
Frankie’s hugs were almost suffocating, but I knew how to wriggle away. I 
couldn’t wait to throw down my schoolbooks, wash my hands, and practically run to the 
parlor for my piano lesson. There she would be, already seated at her Chickering, waiting 
for me. Oh, this was my favorite time of day! For the next hour, my grandmother 
lavished her love and attention only on me. There were no other adults or children 
around, no one to interrupt our one special hour together at the piano. When the doorbell 
rang at 4 o’clock and the dogs announced the arrival of the first student, I would beg for 
just a few more minutes of her time. Please?! 
This was our daily routine for five years. I only remember one afternoon when 
things went terribly wrong. I didn’t skedaddle home that day, I didn’t rush to her for a 
smothering embrace. Instead, I flopped down on the sofa, angry, hot, and tired. Her day 
must have been difficult, too, because she was more than ready to do battle with her 
obstinate pupil. 
Tension quickly deteriorated into war, ruthless and violent, brutal and deadly. We 
both dug into our respective trenches, poised and resolute, yet neither seemed willing to 
order the first shot, lest history declare them the aggressor. The tense standoff continued, 
the air charged with anticipation. 
“Come to the piano. Now.” 
“No.” 
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“Now, young man!” 
I knew if I did indeed fire the opening salvo, it had to inflict the maximum 
damage. When it came to forcing students to the piano, my grandmother was a 
powerhouse. As my foe, I knew she was far mightier than me, proudly bearing the scars 
from decades of exactly this type of guerilla warfare. By comparison, I was a mere 
novice. Yet, I knew that a superficial wound would only anger the enemy, and the return 
fire might be overwhelming. I also knew that I had to act now or acknowledge an 
unconditional surrender. Somehow, even in the face of such formidable odds, even with 
my heart pounding, I felt strangely confident. My powder was dry and my target was 
clear. 
My finger gently squeezed the trigger with dispassionate determination. “My 
Daddy says . . .” The opening round pierced the air and hit the enemy with a surgical 
precision so devastating that she could not even process the ancillary shrapnel that 
immediately followed:  ” . . . there is no such thing as a happy farmer.” 
Even with years of experience in hand-to-hand combat, the enemy could not have 
possibly anticipated such a brutal first volley. The merciless, two-pronged attack left her 
momentarily discombobulated, dizzy with pain, and incapacitated with shock, utterly 
unable to respond. But I knew that her vulnerability was momentary: She would 
eventually regroup and then would fire back with fierce intensity. I must swiftly launch 
another, equally savage sortie before that could happen. 
Locked and loaded, I fired again. “My Daddy says farmers are never happy. My 
Daddy says farmers complain if there is too much rain and they complain if there is not 
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enough rain.” 
Again and again, I launched even more projectiles: “My Daddy says farmers 
complain if it is too hot and they complain if it is too cold. But, my Daddy says farmers 
are all too happy to take money from the government.” 
Finally, the coup de grace streaked across the smoke-filled sky: “So, I don’t want 
to play any dumb piece called The Happy Farmer.” 
Silence. An eerie stillness filled the air. Was the enemy indeed conquered? 
Wasn’t she going to fight back? I knew all too well how much she loathed my father. The 
mere mention of my father’s name was enough to enrage her on a good day, and any 
sentence that began with the words “My Daddy says . . .” only irked her more. Add to 
that any disparaging comments regarding farmers, and her blood boiled. That son-in-law 
of hers, that Catholic, knew perfectly well that her whole family had farmed the land for 
decades, even after the great oil strike of 1901, and they continued to do so through Dust 
Bowl years. And that Catholic has the nerve to disparage farmers in front of her precious 
grandson? Poisoning that sweet little boy’s mind against her people? 
But, where was the return fire? Still nothing. Just silence. Suddenly, I felt 
confused, and although I would never admit it, even felt a bit guilty. Even for trench 
warfare, where there are no rules, perhaps I had gone too far. 
My enemy wasn’t vanquished. Far from it. Unbeknownst to me, the enemy had 
regrouped with tacit skill. 
“Just come to the piano and play it through once,” said my grandmother in a 
quiet, slow delivery that was far more powerful than any screeching bullet, “and then you 
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can be done.” 
But I didn’t budge. I couldn’t. What if this seemingly innocuous white flag was 
actually hiding a minefield? On many occasions, I watched from afar as she set the exact 
same trap for other soldiers, far braver than me. And, I witnessed firsthand terrifying 
results as fallen comrades walked right into her minefield. 
Another, even more strained, endless period of silence passed. I was confused, 
afraid, my head spinning. I must escape. But how? Instead of the clarion trumpet of a 
victor, I finally broke the silence, mumbling in a weak voice barely audible above the 
sound of the window air conditioner, “I’m hungry. I want a sandwich.” 
“Okee-Dokee!” said the enemy in a voice far too cheerful if it was indeed nursing 
severe wounds, “go on in the kitchen and make yourself a sandwich.” The enemy 
willingly vacated the battlefield with gallantry and graciousness, impossible for a 
defeated foe. General Lee rode off from Appomattox Court House with less dignity. No, 
this was no surrender. This was a trap! But, what choice did I have? I summoned the 
pretense of a haughty hero and stormed off to the kitchen quickly, lest the enemy smell 
fear. I knew I won the battle, but suspected that the war would ultimately be hers. And I 
was right: The enemy’s secret cache of weapons was indeed beyond my imagination. 
Standing at the kitchen sink, I assembled a quick peanut butter and jelly sandwich 
on two pieces of Wonder Bread. Although I noticed that my hands were shaking, I 
summoned the determination to throw the dirty knife into sink—a defiant violation of 
well-established family rules—just to gauge her reaction. I ripped a paper towel off its 
spool and sat down at the table, facing out the window. 
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She casually strolled into the kitchen with something under her arm. I calculated 
the amount of time she had been in the kitchen and knew she must have noticed the dirty 
knife by now. Yet she made no mention. 
“How about a glass of milk?” she cheerfully asked instead. Oh, she was clearly 
plotting something. I ignored her question and offered no response, yet another blatant 
violation of family protocol. Silently, she poured the cold milk from the glass bottle and 
picked up a few Oreos from the cookie jar. Approaching me from behind, she reached 
around me and set the glass of milk down on my right. Then, with her left arm, reached 
around and gently laid the Oreos on the paper napkin. 
“A little surprise,” she said as she gently kissed me on top of my head. Instead of 
her regular place at the opposite end of the table, she sat down right beside me. 
This is awful, I thought. No mention of the dirty knife in the sink? Unsolicited 
cookies? A kiss on the head? I’m in for it. And indeed, I was. I would have much 
preferred another extended battle at the keyboard to this unpredictable behavior in the 
kitchen. 
When she sat down, I noticed a small cardboard cigar box was tucked under her 
arm. Without a word, she placed it down, opened the hinged lid, reached in, and pulled 
out a selection of old photographs. She began to place the photos on the table, all facing 
in my direction. Soon, the large expanse of the table was dotted with dozens of ragged, 
faded old photos of various sizes. I recognized the faces of a few relatives staring back at 
me, but in others, the subjects were unfamiliar. 
Finally, she spoke. “Do you know who this is?” my grandmother asked, tapping a 
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photo of a man standing next to a plow. A little girl in dungarees leaned into him, looking 
directly at the camera. He was grinning at the camera, but the little girl’s expression was 
one of curiosity mixed with trepidation. 
“No, ma’am,” I responded, still not sure what game was being played. “Who?” 
“That, Smiley, is my Papa,” she said with an obvious sense of wistful pride. “Do 
you see how happy he looks?” I thought I detected a slight catch in her voice. 
“Who is the little girl?” I asked. She only chuckled but did not answer. 
“Now, look at this one.” She extracted another photo from the collage. The same 
man, leaning against a bale of hay, was laughing uproariously. 
“My Papa was a happy farmer, Smiley. The happiest farmer I ever knew. In fact, 
my Papa was never happier than when he was out in his fields.” She continued to 
reminisce, her voice breaking at times, laughing at others. 
“Now, you pick out one of these photos of your great-grandfather for yourself to 
keep, Smiley,” she encouraged. I looked them all over carefully and finally decided on a 
photo in which my great-grandfather, obviously a bit of a ham for the camera, was 
playfully holding the horns of a pair yoked oxen. 
“I like this one,” I resolved, completely oblivious to her slick maneuvering. 
“Wonderful! I love that one, too!” my grandmother responded. She quickly 
collected the other photos, returned them to the cardboard box and closed the lid. I 
reached for the photo I had chosen, but she snatched it first, rose from her chair and left 
the kitchen. 
“Where are you going?” I asked with genuine confusion. 
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Without a word, she vanished back into the parlor. I ran to the sink, haphazardly 
washed my hands, and chased after her. 
Pupils who challenge their teacher date back at least to Yan Hui and Confucius.536 
My grandmother had six decades of private music teaching experience by the time she 
outmaneuvered me that hot afternoon. My behavior was an anomaly, but it could not 
have been her first interaction with an obstinate student. By the time I dunked my last 
Oreo in the cold milk, my grandmother’s arsenal of potential weapons was battle-tested, 
flexible, and mighty. That she chose a subtle emotional manipulation to disarm that 
particular situation rather than a more traditional response was most likely the result of 
years of trial and error in similar situations. I did not realize it at the time, but the skillful 
soldier won the battle without firing a single shot. 
As if she anticipated my next actions, I found her seated in her regular chair next 
to the piano bench, looking straight ahead. She was obviously expecting my return. She 
had already opened the March 1914 issue of The Etude to page 193. There, directly above 
the notes of Robert Schumann’s The Happy Farmer, was the photo I chose of my great-
grandfather. Frankie had attached it to the music page with a paperclip so that he was 
smiling directly at me as his oxen endured his silly games.537 
“The next time anyone tells you there is no such thing as a happy farmer, Smiley, 
                                                          
536 Amy Olberding, “The Consummation of Sorrow: An Analysis of Confucius’ Grief for Yan Hui,” 
Philosophy East and West 54, no. 3 (May 28, 2004): 279–301, doi:10.1353/pew.2004.0020. 
537 “Much of a teacher’s power lies in the use of apt illustrations to enforce the lesson of a principle 
that has been brought to the pupil’s attention. Since pupils vary so much in their thoughts, tastes, 
aspirations, and knowledge, the teacher needs a great variety of material for his illustrations. Theodore 
Presser, “Much of a Teacher’s Power Lies in the Use of Apt Illustrations,” Etude, Editorial, XIX, no. 7 
(July 1901): 245. 
  217 
you just look at this photo of my Papa.” 
“Papa, who is that?”  
Grace’s question snapped me back from 1970 to 202_.  
I changed places with my grandmother, and my daughter assumed the spot I 
previously occupied. 
“Gracie, he was your great-great-grandfather. And he was a very happy 
farmer.”538 
  
                                                          
538 Robert Schumann, “Schumann: Souvenir No. 1,” Etude XXXII, no. 3 (March 1914): 193. 
  218 
 “The Pupil Who Knows It All”  
 “[T]he pupil makes up his mind in lofty superiority that he has learned all that 
particular teacher has to impart”539 
Not all teachers have the experience needed to handle difficult students with the 
same high degree of dexterity that my grandmother displayed that particular afternoon. 
The befuddled teacher featured in the June installment of “The Etude” Educational 
Cartoons is obviously directionless (Plate 20).540  
The Etude wrote extensively on the issue of difficult students starting in the 
nineteenth century.541 Like the previous discussion of articles that proposed solutions for 
students who were habitually late or missed their lesson times altogether, advice on the 
difficult student changed to reflect the corresponding cultural mores of the time.542 In the 
earliest examples, when corporal punishment was socially acceptable,543 The Etude 
encouraged teachers to “spank him (a sulky student) and send him home.”544 Later, as the 
economy boomed and money was flowing in the early twentieth century, the public’s 
demand for private music teachers far outweighed the supply. Articles from that time 
encouraged readers to “demand respect” for their profession, “the same as . . . the judge, 
the physician, the minister or the banker.”545  In that heady environment, teachers were 
                                                          
539 W. Francis Gates, “Three Lessons,” Etude XXXVIII, no. 2 (February 1920): 86. 
540 Edwin John Prittie, “The Pupil Who Knows It All.,” ed. James Francis Cooke, Etude, “The Etude” 
Educational Cartoons, XXVIII, no. 6 (June 1910): 409 L. 
541 Dennis, An Index to Articles Published in The Etude Magazine, 1883-1957. 
542 Theodore Presser, “What To Do With Stubborn Pupils,” Etude XXX, no. 12 (December 1912): 
894; Theodore Presser, “How To Handle Stubborn Pupils,” Etude XVIII, no. 5 (May 1900): 171. 
543 Jacqueline M. Moore, Cow Boys and Cattle Men: Class and Masculinities on the Texas Frontier, 
1865-1900 (NYU Press, 2011). 
544 N.J. Corey, “Sulky Pupils,” Etude, The Teacher’s Round Table, XXVIII, no. 1 (January 1910): 52. 
545 Ruth Alden, “The Boy Who Would Not Practice,” Etude XXXIII, no. 11 (November 1915): 782. 
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advised to dismiss difficult students from their studio immediately, based upon the 
assumption that other, more agreeable students were willing and ready to take their 
place.546 
A fleeting glimpse at the illustration and the title of caption might lure the reader 
into a false assumption that the “Evil” in question springs from the student’s 
inappropriate behavior. Obviously, “her youthful majesty” has taken the upper hand and 
wrestled power from her teacher. A closer examination, however, reveals a surprising 
twist. The Etude does not fault the insolent young girl at the piano, but instead the 
submissive teacher who tolerates her haughty behavior. It is his fault, according to the 
caption, that “her youthful majesty” commandeered the lesson and inverted the 
teacher/student dynamic. His complacency has given her free rein to dictate the terms of 
the lesson. Evil is the teacher’s lack of “assertiveness,” not, as the reader might logically 
first assume upon first encounter with the installment, the young girl’s behavior. 
Prittie’s illustration of the text skillfully participates in this reversal of 
expectations, much like his unexpected reversal of roles in “How Could the Teacher 
Know?” This young student is the only pupil in the entire cartoon series who is seated at 
an open grand piano. The unique position, traditionally reserved for an accomplished 
musician in the midst of a performance, endows her with an authority she hasn’t yet 
earned. The piano bench is directly parallel to the keyboard, discouraging any interaction 
                                                          
546 That optimistic position remained constant through the Roaring Twenties. However, when the 
harsh realities of the Great Depression ended the national party, The Etude changed its advice 
dramatically to reflect the monetary crisis. During the 1930s, students were a precious commodity, 
regardless of their ability or personality. Difficult students had to be tolerated in order to assure that 
the teacher could remain financially solvent. Articles on the issue advised teachers to endure the 
cantankerous student, with precious few practical suggestions.  
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with the teacher. It is she who has stopped the music to point out an element in the score, 
a procedural decision routinely reserved for the teacher. The young girl’s right hand 
remains actively involved in the music as she pivots her upper torso to address her 
teacher. Her dexterous ability to coordinate music making with one hand, point out an 
element in the score with the other while turning away from both the keyboard and the 
music implies that the student has a firm command of both the technical demands and the 
musicological detail. Finally, the awkward position she has momentarily assumed is 
unsustainable. Therefore, her decision to interrupt the proceedings was both momentary 
and relatively trivial. We assume that her upper torso will soon return to its traditional 
position and her left hand will drop back down to the keyboard. 
If the young student’s facial expression is one of imperious condescension, her 
befuddled teacher looks upon her with stupefaction. Prittie has rendered the teacher with 
a host of awkward positions that betray an emasculated man. First, his rickety chair, a 
simple and rather fragile affair, possibly of the Windsor variety popular in Philadelphia 
around 1910, appears far too slight for his frame.547 Its empty outline sits in sharp 
contrast with his student’s heavily wood grained piano bench, supported as it is with 
powerful square, minimally tapered legs. In addition, the teacher’s chair, denied elements 
of gravitas that arm rests or cushions might provide, is placed much too far away from 
the piano bench to facilitate pedagogical interaction. 
Prittie augments the subservient implications provided by the teacher’s chair by 
                                                          
547 Sarah A. Chrisman, This Victorian Life: Modern Adventures in Nineteenth-Century Culture, 
Cooking, Fashion, and Technology (Skyhorse Publishing, 2015). 
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creating a stark contrast in the body language of the two participants. The young girl sits 
with confidence and authority. Her head is held high, her elongated arms graceful yet 
commanding, and her back is arched with regal authority. Her instructor, however, is 
constructed with details that reveal a man vitiated by circumstance. His shoulders slump 
forward as his left hand rises to touch his chin, a questioning gesture borne of weakness. 
His infecundity is completed by the signification of his knees tightly held together.  
The instrument of power has been reversed in this scenario resulting in the student 
controlling the teacher. The gender of the two actors carries with it a unique historical 
reference in American iconography. The Suffrage Movement was gaining momentum in 
1910, enjoying the significant legal and cultural triumphs that would ultimately culminate 
in the ratification of the 19th Amendment in 1920. In reaction to their loss of complete 
hegemony, illustrators, predominantly male, began to publish images in newspapers and 
magazines that featured a domineering woman in control over a subservient, cowering 
man. The “destructive women and little men”548 metaphor was most often found in 
caricatures, including The Etude’s somewhat infamous cover, “The Jazz—omaniac And 
Her Victim” (Plate 21).549 However, this particular installment of “The Etude” 
Educational Cartoons anticipated the popularity of that new motif. Even though she is 
but a young girl, this student’s behavior is that of a confident feminist relishing in a 
reversal of traditional gender role assignments. Rather than exhibiting the hyper-
masculinity championed a decade earlier by President Theodore Roosevelt, her male 
                                                          
548 Carolyn Kitch, “Destructive Women and Little Men: Masculinity, the New Woman, and Power in 
1910s Popular Media,” Journal of Magazine and New Media Research 1, no. 1 (1999). 
549 Kauh Dman, “The Jazzo-Maniac And Her Victim,” Etude XLIV, no. 8 (August 1926): Cover. 
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teacher is diminished to little more than a bystander in his own studio. He has become a 
“small creature . . .  never talking loud, never talking back, never taking a stand.”550 
The caption of this installment also warrants examination because it utilized one 
of The Etude’s frequently discussed errors in teacher behavior. Sarcasm, The Etude 
wrote, was a highly undesirable trait in a teacher, yet this particular caption (and two 
others in “The Etude” Educational Cartoons) seems to savor derision. The Etude first 
broached the subject of sarcasm in teachers in 1896, when it published an article 
exposing the hijinks of a mythical teacher named “Signor Pomposo.” He was a charlatan 
who convinced a gullible community that he possessed superior musical skills when, in 
fact, he had none.551 Later in the twentieth century, The Etude observed that a teacher’s 
negative comments “bayonetted with sarcasm”552 were a thing of the past and injurious to 
the teacher’s professional standing and to the student’s well-being. Instead of offering the 
harangued readers suggestions that might remedy a situation similar to the one presented 
in the installment, The Etude proposed neither direction for a possible reversal of course 
nor words of empathy. Worse yet, the caption itself conveyed extreme sarcasm, further 
confusing faithful readers who were consistently directed to avoid just such ridicule. 
  
                                                          
550 Mills and Jacoby, White Collar. 
551 C.A. Ehrenfechter, “Success and Failure in the Musical Profession,” Etude XIV, no. 1 (January 
1896): 182. 
552 Theodore Presser, “Sarcasm and Teaching,” Etude, Editorial, XXXV, no. 11 (November 1917): 
715. 
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The Teacher 
“The Orange Crates” 
“Musicians are for the most part notoriously generous.”553 
“Look at this, Papa.”  
My teenaged daughter, Marie Frances, discovered a small note held firmly in 
place to the inside front cover of the July 1899 issue of The Etude by a single, stubborn 
paper clip. The paper yellowed over time, but the ornate, precise calligraphy remained 
clear:   
“To my dear Frankie — 
As you know, I think the world of you, both as a young lady and as a 
musician. Therefore, I would like you to have this gift. In these orange 
crates, you will find all my back issues of The Etude. These are for you to 
use, read, play, and treasure. 
Yours always, 
Ida Maude.” 
My grandmother spoke often of her first music teacher, Mrs. Ida Maude McClee. 
A framed photo of the two women sitting together at a piano, engrossed in a four-hand 
duo, stood on her music cabinet for decades. I remember stories of years of lessons with 
Miss Ida Maude, and the lifelong friendship that blossomed and lingered.  
When Miss Ida Maude’s husband died unexpectedly, she and her children moved 
to Houston to live with relatives. Upon her departure, Miss Ida Maude gave Frankie two 
parting gifts that would change the direction of the young girl’s life. The first gift was 
the informal title of music director of the Grace Methodist Church; she bestowed the 
position to Frankie when the young musician was still in high school. Although the 
                                                          
553 Theodore Presser, “The Generous Profession,” Etude, Editorial, XLII, no. 4 (April 1924): 221. 
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congregation knew that the appointment was usually the domain of an adult musician, 
Frankie’s high reputation among the church community was such that no dispute was 
entertained.  
From this newfound position of authority and responsibility, Frankie’s talent and 
maturity blossomed. She worked with an intensity that awed her family and friends, and 
consequently the quality and quantity of the church music improved exponentially. 
Although the position as the music director of the church was uncompensated, Frankie’s 
income increased substantially as a result of her new title. She automatically became the 
logical choice for parents seeking a private music teacher for their children. Soon her 
roster of students exceeded her wildest expectations. 
Miss Ida Maude’s second gift to my grandmother was a tower of back issues of 
The Etude. Frankie kept that gift for the next six decades and continued to store them in 
those same orange crates. Later, she referred to those issues as her “second teacher,” 
filling the pedagogical void left after Miss Ida Maude moved away from Humble and 
until Frankie started college in Houston four years later. She maintained her own 
subscription through the final issue in 1957, and kept each copy, chronologically ordered 
and stored in nearly identical orange crates. The Etude remained a part of her life and her 
teaching until her death. And, as it turns out, well beyond. 
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“The Teacher Who Can Do Two Things at Once”  
“Neither the Christian nor the teacher can serve two masters.”554 
As she began reading through the collection of past issues of The Etude, Frankie 
became aware of specific patterns. Each issue featured music in the center pages, 
editorials in the front, articles scattered throughout, and advertisements towards the end. 
The music held the greatest allure, and Frankie raced to the piano to try new pieces. With 
her outstanding sight reading skills, she was able to make quick determinations: This one 
is perfect for Ina Mae, that one will help Happy with his arpeggio, two anthems for the 
choir at church, and these she’d work on herself. 
After the dinner dishes were done and homework was finished, Frankie loved to 
play a bit more. If her parents and Maggie turned in early, however, she was reluctant to 
continue. Instead, she would venture outside to the giant swing on the front porch with 
one or two issues of The Etude under her arm. She read through articles that discussed 
teaching techniques, ideas for mastering difficult passages, and suggestions for repertory 
choice. She devoured stories about the lives of famous musicians, sometimes dozing off 
in the swing with fanciful dreams in her mind.   
In the course of her readings, Frankie quickly discovered a common theme that 
recurred with remarkable consistency. The Etude was resolute in supporting the 
worldview that Frankie, as Humble’s only private music teacher, was charged with 
responsibilities that extended beyond determining the value of a quarter note. To her fell 
                                                          
554 “Savage and Uncivilized Peoples Live Only in the Present. To-Day They Feast, to-Morrow They 
Starve. They Depend on Luck.” Charles W. Landon, “Paying the Price,” Etude, Editorial, IX, no. 7 
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the duties of tutelage of culture, and, from it disseminated every component of the 
community’s collective “character and disposition”.555 No longer just a private music 
teacher in an obscure Texas town, Frankie was elevated to the position of the 
community’s moral leader, the shining example of impeccable behavior, a resolute and 
implacable emblem of patriotism, femininity and Christian teachings.556 She read that as 
a “true” music teacher, she was a “giver of light.” And, that as such, she was required to 
“radiate.” Further, she “must illumine the minds of [her] pupils as the sun breaks through 
the night. Every lesson must mean new light.”557 
If she were to falter in any way, if human foibles were permitted to appear in her 
behavior, The Etude would place the responsibility for the subsequent, inevitable 
downfall of the entire community squarely on her young shoulders.558 Consequently, a 
frequent theme in The Etude was the Evil found in a teacher’s undisciplined personal or 
professional behavior. Beginning with “Two Evils” in 1884,559 legions of articles and 
editorials warned that a constant vigil must be maintained so that the private music 
teacher, as a torchbearer for the community’s moral standards, must remain above 
                                                          
555 Ruthburn, “Covering Ground.” 
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reproach.560 The slightest infraction of a stringent code of conduct, as defined by the 
magazine’s editorial staff and often supported by references from outside sources,561 
would lead to an unraveling of the social structure. Such admonitions regarding teacher’s 
comportment were a recurring theme in The Etude.562 It is not surprising, therefore, to 
find that the Evil identified in eight of the fourteen installments of “The Etude” 
Educational Cartoons is a direct result of violations of the teacher’s code of conduct 
(Figure 1). 
As previously established, part of Evil’s insidious nature, according to The Etude, 
is its ability to appear harmless.563 Unlike the other male teachers in the series, this is an 
unusually young teacher, clean-shaven and well groomed, sporting a boyish appearance 
and a charming grin.564 Viewers are thereby reminded that an innocent mien might not 
accurately reflect reality. As discussed, “white lies” (Plate 17)565 and “good intentions” 
(Plate 18)566 can be as dangerous as overt behaviors.567 
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The teacher has pivoted away from the student during her lesson in order to read a 
personal letter. His left hand is pointed in the general direction of the illegible music, 
indicating that his focus is divided between the lesson and the letter.568 A young man at 
the start of his career, already derelict in his duties, represents a troubling trend for the 
future of music education.569 Therefore, the caption, while not directed specifically at 
young professionals, reminds music educators to maintain impeccable standards of 
professionalism.570 After all, “His life should be as upright as that of any of those whom 
he would call his equals”571 
Other similarities with the April installment are present. The black and white 
contrasts are stark, with heavy pen strokes for the teacher and minimal, light outlines for 
the unnamed girl. Her attire, like Sadie’s in April, is fitting for a young lady from a 
family aspiring to upper class status. Like Sadie, she too is aware of the teacher’s 
inadequacies. If she does not return for future lessons, as implied in the caption, the 
                                                          
the use and application of each little point as it appears.” Fay Simmons Davis, “Things Which Count,” 
Etude XXXIV, no. 7 (July 1906): 424. 
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571 C. Sherman, “Respect for the Teacher,” Etude XXVII, no. 6 (June 1909): 381. 
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teacher’s income will decrease. More importantly, The Etude maintained that the future 
of all children would suffer if music education were not an integral part of their lives. 
This negative effect will have repercussions for the larger society, dependent upon a 
generation of cultured, cultivated, and musically literate successors to carry on the current 
mores and traditions that were believed to be under current attack.572 
In most installments of “The Etude” Educational Cartoons power is in play. In 
the majority of examples, power has been wrestled away from the teacher either by 
parents, the student, or, in some cases, external forces resulting in the unresolved tension. 
In this illustration, the power dynamic has simply dissipated. This teacher has 
relinquished his authority as a teacher to tend to a minor distraction. The Etude scolded 
such behavior in the strongest terms, sometimes demanding that negligent teachers 
incapable of self-discipline leave the profession at once.573 
Like four other installments in the series, this vignette utilizes expansive negative 
space in the background. The result brings subjects into sharp focus and emphasizes the 
discernible tension. Simultaneously, the lack of a familiar environment filled with 
anchoring elements creates a sense of unease for the viewer, and places the student in 
isolation with the unreliable teacher. 
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 “Furious!” 
“There will be nothing gained by any show of annoyance . . . It is wonderful how 
much of our irritability is within our control. And the more we allow ourselves to 
became [sic] irritate, the more painful to our nerves becomes every little mistake of the 
pupil.  We are only multiplying our own agony and throwing the pupil into a nervous 
state that but increases the severity of our punishment.”574 
“Your grandmother was furious with me!” said my Aunt Kay. “Simply furious!” 
In 2017, my father’s youngest sister recalled a painful memory of her early 
musical training. “It was right after the war, maybe 1946 or so. We were all performing 
in a big recital at your church, and I was just terrified. I was supposed to play a new 
piece we had worked on for months, but when I walked out, bowed and sat down, I 
suddenly drew a blank.”  
Sitting in a wheelchair, Aunt Kay is still animated and alert, her long-term 
memory precise and detailed. “I didn’t know what to do! I couldn’t remember a single 
note of the new piece I was scheduled to play. Instead, I quickly switched and played the 
same piece I performed on the previous recital. I loved it, and I played it perfectly. When 
I was finished, the audience applauded, I curtsied and exited to the church kitchen, just 
as directed.” 
  Seventy years did not erase the memory of the trauma that would follow. “The 
next little girl on the program walked out to play her piece, and I went into the kitchen. 
Your grandmother grabbed my arm so hard it left a bruise. She forced me out into a 
hallway behind the kitchen and just tore into me. She said I was a huge disappointment, 
I did not play the piece that was on the program, and I had let everyone down. Lord, she 
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was furious with me.”575 
Aunt Kay paused and sighed, suddenly realizing something important.  
“You know, Smiley, I never played the piano again after that day.”  
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 “Great Heavens! You Played A Wrong Note!”  
“[A] raving lunatic . . . furious, and danced and capered around like a wild cat, 
and, pulling violently at his hair…”576 
Frankie’s temper was legendary. Although I was never on the receiving end of her 
rage, I witnessed enough instances of her fury to make my Aunt Kay’s story seem 
perfectly plausible. It is also entirely possible that Aunt Kay was not the only student who 
abandoned musical studies because of my grandmother’s ferocious outbursts.  
In startling contrast, my grandmother could also demonstrate exceptional patience 
on occasion. When a focused, committed student struggled through a difficult passage 
with honest diligence, my grandmother would respond with maternal encouragement and 
inexhaustible composure. A little girl like Sadie (in “Great Heavens! You Played a 
Wrong Note!”), putting forth her best effort, would have elicited my grandmother’s more 
nurturing temperament. Instead, Sadie’s teacher, characterized in the commentary caption 
as a “maniac,” has recoiled in melodramatic horror over his student’s single error (Plate 
23).577 
This teacher’s uncontrolled temper is the conspicuous focus of the installment. 
Sadie has played incorrectly and her teacher overreacted. Readers were often advised that 
a teacher’s ability to harness negative responses to a student’s errors was a crucial 
component of a teacher’s ultimate success.578 Patience, readers were reminded just as 
                                                          
576 Ralph D. Hausrath, “The Modern Musical Crank,” Etude XIII, no. 10 (October 1895): 217. 
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frequently, was a requirement of all teachers, both in their role as pedagogue and also as 
moral standard bearers.579 The caption of this installment addresses both issues with a 
sarcastic tone, but it does not provide concrete suggestions or remedies. Certainly The 
Etude wrote often on the dual subjects of temperament and patience enough to justify that 
quick assessment of this particular installment and move on to the next.580 
 Upon closer analysis, however, another Evil, even more insidious than an 
uncontrolled temper, begins to emerge. Prittie renders this particular scenario with 
signifiers that imply this teacher’s exaggerated outrage is actually nothing more than a 
ploy to distract from his own lack of pedagogical facility and his poor musical 
knowledge. The teacher points with the index finger of his left hand581 to the bass clef of 
the piano, clearly indicating that he thinks Sadie’s error was committed by her left hand 
in the lower region of the keyboard.  
Sadie’s posture and expression indicate that she believes the wrong note was 
struck in the upper portion of the keyboard, and by her right hand. Sadie’s left arm and 
elbow are relaxed, her wrist is slightly elevated, the wrist appears buoyant and the fingers 
are gently curved. This is the ideal keyboard position and does not appear to require 
modification. Certainly there is nothing obvious in the position of her left hand that 
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have gone into business.” Florence Ruella Kelly, “Helping the Dull Pupil,” Etude XXVIII, no. 1 
(January 1910): 68. 
580 Hipsher, “Teacher, Conserve Your Energy.” 
581 The dark symbolism of the left hand (‘sinister’ in the original Latin), was “an exceptionally 
important, versatile, and subtle expressive device that permeated all sectors of society” pp. 5-6. James 
Hall, The Sinister Side: How Left-Right Symbolism Shaped Western Art (Oxford ; New York: Oxford 
University Press, 2008). 
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would elicit a strong negative response from her teacher. 
Her right hand, in contrast, is suspended in an awkward and tense pose. The 
unnatural turn of her right hand exposes her thumb and index finger, a reasonable gesture 
for a keyboard student who is aware of an error and wishes to highlight the exact location 
of the difficulty for the teacher. Sadie knows she struck the wrong note with her right 
thumb and index finger, and seeks guidance from her teacher to address the difficulty. 
Sadie’s “maniac” teacher is unable to locate the musical problem due to his lack 
of skill, even though the caption states that the error was small. His uncontrolled temper 
is not the problem; rather, it is his inability to remedy the musical difficulty. The 
emotional outburst is a cover meant to distract Sadie from his insufficient pedagogical 
abilities. Instead of helping his student, he resorts instead to a stark, exaggerated 
contrapposto posture as he pulls his hair and “stomps about.” The Etude exposed the 
“charlatan” teacher in articles and editorial commentaries.  
His knee-length coat, large cravat, cufflink shirt, and dress shoes with a small heel 
imply a highly professional demeanor, yet he bears a striking resemblance to the daunting 
“Bohemian” teacher we will encounter in the forthcoming July installment. 
 Sadie’s environment is void of background and foreground elements because we 
are most likely in the teacher’s studio. This particular Sadie sports a blonde pageboy 
haircut with an oversized bow on top. Her dress is similar to the April Sadie, but with the 
addition of a dark sash and dark stockings. Just like the frustrated girl in the April 
installment, Sadie’s left foot is depressing the una corda (or, “soft”) pedal, perhaps to 
muffle the sound of the wrong note. Both girls are seated too far from the keyboard for 
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optimal playing.  
This piano is another upright, but with Greek Ionic column support legs in 
keeping with popular styles of 1910. Imagery from Ancient Greece was a recurring 
iconographic element in The Etude, especially in the period of 1890—1920. The music 
on the piano is almost identical to the music in the adjacent illustration. Five illegible 
staves are placed on the music stand, printed in landscape orientation. Additional music is 
stacked on top of the upright piano, but unlike this music is most likely within Sadie’s 
reach. Finally, a vase, probably empty, is perched precariously close to the edge of the 
lid. If the teacher’s melodramatic outburst escalates, the vase could easily topple over and 
plunge down to strike Sadie.  
As previously discussed, private music teachers received extensive and 
sometimes-conflicting advice, direction, and suggestions from articles and editorials in 
The Etude. Such contradictions created tension between the ideal image of an early 
twentieth-century private music teacher as presented by The Etude and the daily reality 
experienced by their readers.582 Even kindergarten was dismissed as a “cult” because of 
its focus on play.583 
                                                          
582 As previously established, women made up the overwhelming membership of the MNTA, and, by 
extension, represented the largest percentage of subscribers to The Etude. Discourse that specifically 
addressed issues involving male music teachers was filtered through social norms, reflective of the 
male hegemony of the time. When “The Etude” Educational Cartoons were published in 1910, 
cultural determinations established that that men who taught music had few if any other additional 
duties. Women music teachers, however, were expected to fill multiple roles. In addition to 
professional responsibilities, women were charged with the management and maintenance of the 
home. Predictable duties of a wife and mother were augmented with the expectation that the mother 
would make the home a musical environment. 
Ruth Solie, “Girling At the Parlor Piano,” in Music in Other Words Victorian Conversations 
(University of California Press, 2004), 85–117, doi:10.1525/california/9780520238459.003.0004. 
583 Matthews, “Patrons Have Duties To The Teacher.” 
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 For example, teachers were often encouraged to engage in professional 
development in order to expand their teaching roster and enhance their reputation within 
the community.584 Whereas some articles encouraged continuing musical studies, others 
stressed the importance of extensive reading in and exposure to the visual arts and music 
history.585 However, teachers were also advised to focus on only one specific area of 
expertise and avoid the temptation to falsely present themselves as a master of all music 
trades.586  
  
                                                          
584 “The greatest aid to a professional musician, outside of his art, is a college education, or its 
equivalent in private study. The cultured and refined gentleman, the scholarly musician, is, happily, 
multiplying of late years, since musicians have learned to their advantage, that they well-balanced 
brain must needs have had other training than art alone. A man thoroughly posted on musical matters, 
but uncouth and his speech, boorish in his manners, is a decided bore, to say the least, to those with 
whom he comes in contact. No one can excuse a neglected education.” Thaleon Blake, “A Plea for 
Outside Studies,” Etude XII, no. 5 (May 1894): 103. The expression “must needs” means a 
compelling, urgent necessity. Hamlet says “And you must needs have heard, how I am punished with 
sore distraction” as he seeks pardon for his unusual behavior (V/2). President Lincoln, in his second 
inaugural address, invoked the term “must needs” from Matthew 18:7 and then wove the expression 
into his next passage. 
585 “Gradually came the great awakening. Musicians found out that a broad, general education made a 
broader man and ofttimes a better musician. The Etude has continually urged the necessity for a solid, 
“all around” educational training for musicians. It is necessary to specialize in music, but specializing 
at the sacrifice of a broad, general education may easily result in turning out the kind of a musician 
that Prof. Thomas places in a class near that of the idiot.” Theodore Presser, “How Do You like Being 
Placed in a Class with Freaks—near That of the Idiot?,” Etude, Editorial, XXVII, no. 2 (February 
1909): 79. 
586 Theodore Presser, “On Specializing,” Etude, Editorial, XXV, no. 10 (October 1907): 678. A 
lengthy article bemoans the fact that a significant number of organists can perform difficult selections, 
but lack the ability to sight-read, transpose, read from figured bass, etc. 
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“Fungus . . .” 
Frankie and her cousin, Dorothy Lee (“Dottie”), were inseparable. They shared 
just about everything, from the same birthday to their mutual love of Mozart and Bach. 
Dottie played the flute with the same talent and commitment that Frankie brought to the 
piano. Their parents were content in the knowledge that their daughters’ love of great 
music insured that there was “little danger of running into rank bohemianism or breaking 
out into a bizarre or rococo musical growth.”587 
After oil was discovered in Humble, middle-class families suddenly joined the 
ranks of America’s nouveau riche. Pockets of culture began to spring up as well, and 
soon internationally renowned concert artists added Houston to their recital tours, lured 
by the promise of large fees and eager audiences. Frankie and Dottie snatched up tickets 
to all the promising concerts and even bought subscriptions to Houston’s very first 
classical music concert series. They heard some of the greatest artists of the early 
twentieth century in recital, including Enrico Caruso. Decades later, Frankie remembered 
the tiniest details of those concerts, her memory jogged by stacks of faded programs with 
twisted ticket stubs.  
But something changed one night. A concert program promised “A New Sound in 
Classical Music” and listed composers with unusual names: Arnold Schönberg, Alban 
Berg, and Anton Webern. Frankie detested every moment of the concert: screeches, 
thuds, dissonance, noise. To her, it was “freak music . . .  smashing and distorted chords . 
                                                          
587 Helena Maguire, “Musical Economy,” Etude, Five-Minute Talks With Girls, XIX, no. 4 (April 
1901): 131. 
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. .  and discords sundered into parts.”588 
“Dottie, this is just dreadful!” Frankie whispered in Dottie’s ear at intermission. 
“Let’s go home.” 
But Dottie was enraptured and would not dream of leaving the concert early. 
Sure, she had always been a bit of a rebel who could not be “governed by old-time purist 
stringency,” but by the end of that concert, Dottie began to “allow [herself] to be led into 
the prevalent follies of the ultra-modernists.” 589 
As they rode the trolley home that night, Frankie continued to denounce the noise 
they had just endured. “It’s just like Mr. Rachmaninoff said in The Etude. That noise 
wasn’t music, it was fungus!”590 
“Fungus?” Dottie was snickering at Frankie. “Fungus? Oh, Pshaw!” 
“That’s not me speaking, Dottie!” my grandmother answered. 
 “Those are the words of Mr. Sergei Rachmaninoff himself. And if he’s says it’s 
fungus, then I say it’s fungus, too! 
“Oh, Frankie! You are so old fashioned,” Dottie responded with a mixture of 
exasperation and condescension. 
That’s right! Frankie thought to herself, recalling the supportive words she read in 
                                                          
588 Carl W. Grimm, “Can Ugly Music Be Beautiful?,” Etude XXXVII, no. 2 (February 1918): 80. 
589 Maguire, “Musical Economy.”   
590 “It is my earnest belief that the works of the Futurists, with a few possible exceptions, will not 
endure. Futurism is a kind of fungus growth, with little solidity, to withstand the test of time.” Sergei 
Rachmaninoff, “National and Radical Impressions in the Music of To-Day and Yesterday,” Etude 
XXXVII, no. 10 (October 1919): 615–16. The authenticity of Rachmaninoff’s comments remains 
unchallenged. However, an interview with Maurice Ravel, (“What I Think of Modern Music”) 
published in 1933, in which Ravel makes disparaging remarks about contemporary music, was 
questioned by Ravel’s biographers. Dr. Stephen Zank documented the controversy. 
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The Etude regarding just that specific insult.591  
I am old fashioned. And so are Mozart, Bach, and Beethoven!592 
  
                                                          
591 “Much there is that is good among the new, but it takes a long-trained taste to be able to weed the 
good from the merely pretentious, and, until you have acquired such, do not think of the words “old 
fashioned” as a term of reproach, but rather let your learning be tinctured well with the old and tried.” 
Maguire, “Musical Economy.” 
592 James Francis Cooke, “The Spirit of the Age,” Etude, Editorial, XXXII, no. 7 (July 1914): 485–87. 
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“How the Vaseleneowitsch Concerto Struck Home-Town”  
“For Every Music Lover” 
Look closely at most photos of my grandmother at her piano, and a few 
Chihuahuas are always spotted, usually asleep near her feet as she played. Their names 
were appropriated from the vocabulary of musical terminology (“Octave,” for example, 
was an especially ill-mannered bitch), or famous musicians (Enrico Caruso Wheeler 
answered to “Ricky”). Animals feature prominently in the expansive corpus of music 
iconography, spanning cultures, artistic styles, and vast periods of time. Animals, both 
domesticated and wild, function in a “variety of visual narratives.” 593  Some rely heavily 
upon the animal to provide an integral component of the plot. As Orpheus played his lyre 
to calm the menacing creatures in the underworld, the wild beasts were tamed by the 
beauty and power of the music (Plate 24).594 Later examples employ anthropomorphic 
satire in which an ensemble of animals, assuming recognizable human characteristics, 
creates music themselves (Plate 25).595 
Over millennia, certain animals have become iconographically linked to specific 
instruments. The timbre of the human voice, perhaps the most unique of all instruments, 
is commonly represented by the image of a singing bird. Illustrations of singers, a popular 
genre in The Etude, often included both caged and wild birds (Plate 26).596 The timbre of 
the singer in the image might not be familiar to the viewer, but the bird’s song, 
                                                          
593 Ausoni, Music in Art. 
594 “Orpheus and His Lyre,” Etude XLVI, no. 6 (June 1928): front cover; Ovid, “Metamorphoses by 
Ovid,” n.d., http://classics.mit.edu/Ovid/metam.10.tenth.html. 
595 Conrad Dickel, “Mid-Summer Symphony,” Etude L, no. 8 (August 1932): front cover; Dollie 
Morgan, “A Summertime Fantasy,” Etude LXIII, August 1945: front cover. 
596 Edwin F. Bavha, “Bluebird Notes,” Etude XXXVII, no. 6 (June 1918): front cover. 
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immediately recognizable, supplies a clear association to the singer’s voice. 
“The Etude” Educational Cartoons incorporated animals in three installments, 
each for very different purposes. Two were previously discussed: a caged bird was 
utilized as a subtle signifier of female repression in December, and a family dog was an 
active participant in an informal family concert. That particular dog provided 
commentary on the music that, upon further examination, was discovered to be 
meaningful beyond the obvious.597 
No such detailed analytical work is required to determine the commentary 
provided by the family dog in the November installment (Plate 27).598 This dog is leaving 
the family parlor with its tail between its legs and its ears back. The cause of the dog’s 
carriage is the choice of music preferred by Gladys, the young woman seated at the 
piano. The Etude often derided European musical education, partially because it was 
closely associated with 12-tone and atonal music. The caption of this illustration provides 
a curt dismissal of Gladys’s European experience. Gladys, another example of Prittie’s 
fondness for the Gibson Girl prototype, has returned home from her studies in Germany. 
She has now acquired musical preferences for repertory that is dismissive of the Classical 
repertory. Instead of Mozart and Chopin, Gladys performs a piece by “Vaseleneowitsch,” 
a fictional composer of “artistically arranged discords.”599  
The construction of the fictional composer’s name might reveal an unpleasant 
reality of The Etude’s editorial tradition or at least bring into relief one of its most 
                                                          
597 Prittie, “Puzzle: Find the Mozart Sonata.” 
598 Prittie, “How The Vaseleneowitsch Concerto Struck Home-Town.” 
599 Ibid. 
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cherished tenets. The Etude’s steadfast belief that classical music was directly linked to 
the Divine was more than a general expression of faith.600 When The Etude spoke of God, 
the clear inference was to a Christian Deity. In a description of its editorial staff, The 
Etude proclaimed to its readers that it operated under “Gentile management.”601 The 
biographies of Christian composers and performers seldom included a discussion of their 
religion beyond the most generic (Chopin, for example, was “brought up a Catholic, but 
never talked of religion”602). Jewish composers, however, including Meyerbeer and 
Offenbach603 were identified by their faith. If Gladys had pursued her musical education 
in the United States, and presumably under Christian prevue, the results would have been 
far different.604  
Christian iconography was a common component found in a vast array of Etude 
covers, interior artwork and advertisements, especially in issues that were published to 
coincide with Christian holidays. Regular departments within each issue were devoted to 
Protestant church music for the organ and choirs. However well-intentioned the efforts, 
The Etude’s overt disdain for 12-tone music from the Second Viennese School and its 
simultaneous demonization of Jazz contained occasional comments that were anti-
                                                          
600 “God had a great and a wise purpose when he created music.” Merz, “The Sanctity of Music.” 
601 James Francis Cooke, “Publisher’s Notes,” Etude, Publisher’s Notes, XLVI, no. 2 (February 1928): 
164. 
602 “Chopin was a mystery to his contemporaries, a phantom to his successors. It is perhaps true that 
no one ever quite understood him.” W.J. Henderson, “Chopin the Man,” Etude XXIII, no. 1 (January 
1905): 12.  
603 James Francis Cooke, “The Curious Story of Jacques Offenbach, The King of Opera Bouffe: How 
the Son of a Poor Jewish Cantor Revolved in the Wheel of Fate,” Etude XLVII, no. 7 (July 1929): 
469. 
604 “When Lucy Came Home From Boarding School:  What the Family Thought,” Etude XXXVII, no. 
5 (May 1918): 306. In both visual and written discourse, “Lucy” delights her family with a casual 
recital to display her academic progress at a domestic conservatory. 
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Semitic and racist in tone. One entire article, “Jazz—The Music of Exile:  An English 
Opinion which credits the Jewish race as well as the Negro race with American jazz” is 
breathtaking in the sheer scope of its overt bigotry.605 
The cover of the 1910 issues of The Etude added a new subtitle, “For Every 
Music Lover,” but it is clear in this installment that Gladys’s affection for 12-tone 
repertory is hers and hers alone. Gladys’s newly preferred music leaves the assemblage 
aghast. The implication was that such “freak music” would doom Gladys’ future. The 
ominous last line of the caption, “Something is going to happen to Gladys,” is visually 
reinforced by the double swirl found in the axle of the piano stool and again in the oval 
rug upon which it rests. Gladys’s future is subject to a violent whirlpool, threatening to 
“sink” her. Despite it all, Gladys performs in a confident posture of control; her back is 
erect and her head is held high. Long, graceful arms command the keyboard, and Gladys 
remains utterly oblivious to the reaction of her audience. 
To balance the threatening undertow that is about to sink Gladys, another 
iconographical element is placed over her head; this one serving as a signifier of her 
possible fate as an “Old Maid.” The Victorian Sampler retained enormous popularity in 
early twentieth-century American society, especially among those families that were 
                                                          
605 Two examples: “The new style dance music began in America. The fact that it is a chiefly Negro 
contribution to music should be a warning to those critics who think that music changes only for 
artistic reasons. Here we have a clear case of it changing for historical and geographical and social 
reasons.” And, later in the same article:  “(Jews) were found also as impresarios, publishers, and 
critics. In America many Jews followed the same occupations. But others, in adapting themselves to a 
new country, adapted themselves to whatever was newest in it or to whatever required to be very up-
to-date. They were particularly attracted by the rapidly developing entertainments industry.” Sidney 
Harrison, “Jazz—The Music of Exile: An English Opinion Which Credits the Jewish Race as Well as 
the Negro Race with American Jazz,” Etude LIX, no. 3 (March 1941): 150, 210. 
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eager to attain upward social mobility. Once a young girl mastered the various stitches 
required as a part of her duties as a wife and mother, she created a Sampler as proof of 
her marriageability. The Sampler was traditionally framed and hung in the parlor or 
living room, prominently displayed for consideration by potential suitors.606 Gladys has 
clearly neglected her Sampler. It hangs over her head only partially finished, a 
metaphorical Sword of Damocles, reminding her and all present that a future without a 
husband must rely instead on a successful and socially acceptable career. Gladys’s 
musical choices, however, put the latter option in serious jeopardy.   
The collective dismay at Gladys’s musical selection not only spans species, but 
also is shared across demographic categories of gender, class, and age. Prittie has placed 
a family member’s portrait in the action, a deceased family member, no doubt. From her 
heavenly position, she mimics the bewildered expression of the two women seated in the 
room. One woman, perhaps Gladys’s mother, sits with a large apron across her lap, 
suggesting a working-class background. Next to her, a second woman is more formally 
dressed, complete with a stylish hat. Her proper presence and erect posture imply that she 
is an upper-class outsider, an emissary from another world. She reacts with such shock 
that her gloved hands are captured in mid-flight, propelling upwards to cover her ears. 
Surely, she will return to her social environment at the conclusion of the recital and share 
news of the offensive selections. If word of the results of Gladys’s European education 
spreads throughout the community, shame and ridicule will be brought upon her entire 
                                                          
606 “American Samplers,” National Museum of American History, accessed March 4, 2017, 
http://americanhistory.si.edu/collections/object-groups/american-samplers. 
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family.607 
The viewer’s eye is first directed to the two women on the sofa and the portrait 
hanging above, each animated in their shock. No doubt they make their reactions known 
to Gladys at the conclusion of the evening. In contrast to the women, the three men in the 
foreground, denied energy and clear expression, provide little more than a secondary role 
in the narrative. Their presence creates little more than a visual foundation upon which 
the action plays out. The theme of a female commandeering power from a deflated man 
will reappear in subsequent installments. 
The respective ages of the three men in the foreground propose that the past, the 
present, and the future are equally dismayed by atonal music. On the right, a middle-aged 
father strokes his chin while a young boy slouches in his chair. The elderly, Lincolnesque 
man seated on the left is presumably Gladys’s father.608 It is possible that he dozed off 
during the recital. However, the discord of the fictional Vaseleneowitsch might make 
sleep unattainable. It is more likely that he is looking down to count his financial losses 
on his fingers. We learn from the caption that he placed a mortgage on the family’s farm 
to fund Gladys’s European music education. If so, then the image of a forlorn father, 
licking his monetary wounds while a promising but indulged daughter fails to meet 
                                                          
607 “Don’t try to give a Parsifal recital before an audience that would rather have Godard, Bohm and 
Gurlitt. Verily, a simple Heller etude, well played, is more acceptable in the kingdom of music than 
a Beethoven Sonata assassinated by some bungling novice. Do not make yourself ridiculous by 
attempting the impossible.” James Francis Cooke, “Attempting The Impossible Brings Ridicule,” 
Etude XXVI, no. 5 (May 1909): 299. 
608 Barry Schwartz, “Iconography and Collective Memory: Lincoln’s Image in the American Mind,” 
Sociological Quarterly 32, no. 3 (September 1, 1991): 301–19, doi:10.1111/j.1533-
8525.1991.tb00161.x. Lincoln’s representation was frequently in The Etude, both on cover and 
interior illustrations. He was also the subject of multiple articles, most involving the music popular 
during the Civil War. 
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familial expectations, is echoed again in the August installment. 
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 “That $1,000 Piece”  
“Always have at your fingers’ ends a stock of thoroughly mastered selections . . . 
a sure way to win popularity…”609 
A different family concert represents a significant departure in locale from both 
Gladys’s rural family setting and the casual, middle-class milieu of Willie and his 
Suffragette mother. Here we are presented with a family event set in the ornate drawing 
room of a decidedly upper-class home. Instead of a happy family engaging in an 
impromptu and joyous, albeit misguided ensemble as was presented in July, or a family 
stunned by their daughter’s choice of atonal repertory in November, the August viewer is 
gazing in on an austere scene of awkward confrontation. Seven guests, all in formal 
attire, have gathered for an impromptu soiree. The vignette is strongly dominated by 
women, reflective of The Etude’s demographic base as well as their frequently affirmed 
position that women are the bearers of culture.610 Five women of various ages, all 
clutching fans, are in the background, gazing in on the tense scene played out in the 
foreground (Plate 28).611 
Once again, Evil is not physically present. An unseen piano teacher, more 
concerned with his/her reputation than with the student’s adequate preparation, has left a 
vulnerable pupil in a precarious and embarrassing scenario.612 Frequent editorials and 
                                                          
609 Cornelia Ries, “The Amateur’s Repertoire,” Etude XXXV, no. 11 (November 1917): 724. 
610 Blair, The Torchbearers: Women and Their Amateur Arts Associations in America, 1890-1930; 
Karen J. Blair, The Clubwoman As Feminist: True Womanhood Redefined, 1868-1914, (New York: 
Holmes & Meier Pub, 1980). 
611 Edwin John Prittie, “That $1000. Piece,” ed. James Francis Cooke, Etude, “The Etude” 
Educational Cartoons, XXVIII, no. 8 (August 1910): 547 L. 
612 Theodore Presser, “Expectations Sure to Be Disappointed,” Etude, Editorial, III, no. 7 (July 1885): 
149. A list of individual disappointments for the parents, the teachers, and the students, teachers are 
advised that cannot expect progress from a student who they allow to neglect lessons and exercises. 
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articles admonished teachers to always prepare their students for an unexpected public 
performance with music of varying genres, lest a disappointed and potentially 
embarrassed father stymie their future commerce.613 
The January 1901 issue described a fictional scenario in which a teacher has 
prepared a student only for “classics.”614 In “Suiting the Program To the Audience” by 
W. Francis Gates, a student is so embarrassed at her inability to please her parents that 
she considers abandoning her musical education altogether.615 These high parental 
expectations were not unfounded: The magazine frequently assured hopeful parents that a 
musical child would bring the family pride and respect and provide a vehicle by which a 
family could attain a high social standing.616 
In this installment, his most fashion-conscious illustration in the series, Prittie has 
created a formal home in the transition period between the “Gay Nineties” and the more 
ostentatious 1900s, and populated it with multiple examples of the haute couture. For 
example, the soft belt at the bottom of the daughter’s bodice, a signature chic element of 
the time, matches her fashionable sleeves, recently reduced from the “leg o' mutton” 
sleeves of the 1890s. The other women in the room are permitted to bare their necklines, 
even in formal evening attire, a new and controversial dictate of dernier cri.617 
Although the daughter and the other women are dressed in contemporary fashion, 
                                                          
613 “The appreciation that their father showed when listening to the surprises more than paid them for 
the hours spent in loving preparation.” Ma-Aileen Erb, “A Surprise for Father,” Etude XXXVII, no. 3 
(March 1918): 210. 
614 Braine, “Stick To the Classics.” 
615 W. Francis Gates, “Suiting the Program to the Audience,” Etude XIX, no. 1 (January 1901): 50. 
616 Theodore Presser, “Defective Education of Musicians,” Etude V, no. 11 (November 1887): 159. 
617 James R. McGovern, “The American Woman’s Pre-World War I Freedom in Manners and 
Morals,” The Journal of American History 55, no. 2 (1968): 315–33, doi:10.2307/1899561. 
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it is the dominating presence of the mother, dressed in the style of the late 1890s, which 
commands the viewer’s attention. Prittie has invested extensive detail in the mother with 
an exceptional display of his pen and ink technique. Her strength and power are created 
by her “contrapposto” profile, grounding her in a contrary motion unique to this cartoon 
series. Her corset pushes the bust up and forward in the bodice of the dress, creating a 
“monobosom,” highly popular in the 1910s. To counterbalance her mighty bosom, the 
mother’s derriere is enhanced and weighted by a padded insertion. The commanding 
figure is rendered in precise and rigid vertical lines, endowing her with additional 
fortitude.618 
The mother has removed her lorgnettes and clinches them tightly in her right 
hand. The fan in her left hand is poised in midair, as if prepared to strike her daughter on 
the right cheek. Prittie has emphasized the scowl of embarrassment and anger on the 
mother’s profile by accentuating her pointed chin and pursed lips. The stark angle of her 
gaze upon her daughter is focused down in a mien of intimidation and power. The 
cumulative result is a commanding and authoritative presence. 
The prodigious contrast between mother and daughter is apparent in both variety 
of line and length of pen stroke. The Etude’s “Gentile management”619 frequently 
employed traditional Christian terminology and iconography to justify its contention that 
music was a Godly creation that provided Divine protection.620 In this illustration, Prittie 
                                                          
618 Roy Lubove, “The Progressives and the Prostitute,” Historian 24, no. 3 (May 1, 1962): 308–30, 
doi:10.1111/j.1540-6563.1962.tb01725.x. 
619 Cooke, “Publisher’s Notes.” 
620 “Lovely music is unquestionable a part of the divine plan.” James Francis Cooke, “Broken 
Strings,” Etude, Editorial, LIII, no. 1 (January 1935): 3; “. . . wonderful powers God has bestowed 
upon humanity.” J.S.V. Cleve, “A Cardinal Fault of the Music-Student,” Etude XXI, no. 10 (October 
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has seated the daughter on the piano stool in a gesture of supplication and surrender. Her 
extended arms and out-turned hands even seem to establish the iconography of a 
crucifixion. In addition, the daughter’s white dress, rendered in soft, curved lines, denotes 
guiltlessness, as her headband becomes an angelic halo. In the white space immediately 
around her head, a portrait of a kindly female figure, gazing down upon her, hovers in 
angelic suspension. Heavenly intervention in a moment of unjust persecution is 
anticipated. 
Less clear to the viewer is why the daughter would have sat down on the piano 
stool in the first place if she were adamant that she was unable to perform. Judging from 
the physical tension between mother and daughter, it is possible that the mother strong-
armed her daughter and forced her to sit against her will. Additional confusion is created 
by the apparent age discrepancy between the daughter and her parents. Prittie has aged 
the parents, and the mother in particular, in juxtaposition with the daughter’s youth, a 
discrepancy that has been previously discussed. The transgenerational content signifies 
that the daughter’s inability to play on demand will not only embarrass her immediate 
family, but the resulting shame will have a ripple effect on her subsequent lineage. 
Expansive detail is invested in the illustration. The room features a massive 
mantel, an ornate mirror (reflecting back to the viewer), candelabras, a partially obscured 
fireplace, and a prominent grand piano. Only three actors in the illustration are men: Two 
men stand in the background and the girl’s father, seated in the foreground. He is 
rendered with the darkest lines in the illustration, giving him a sense of gravitas and 
                                                          
1903): 380. 
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conservatism. He is gazing straight ahead, and, according to the caption, is preoccupied 
with financial matters. If his daughter’s musical education has indeed represented a 
$1,000.00 investment in 1910 (over $25,000 USD in 2017, when adjusted for inflation), 
and she is unable to play even one piece, his stupefied expression seems justified. This is 
the “purse-proud parent” teachers were warned to avoid at all costs.621 
From the perspective of that particular Victorian-era Mother, humiliated in front 
of her upper-class guests, the source of Evil was not the unseen teacher to whom her 
husband had paid an extraordinary amount of money to ensure that their daughter could 
impress guests for just such an occasion.622 No, reasoned that particular Mother, Evil 
resided with her daughter, unable, or perhaps just obstinately unwilling, to perform on 
cue.623 If only she practiced her piano pieces with more commitment, the Mother 
reasoned. If only she understood how this embarrassment reflects on the family.624 If only 
she did not waste her time, caught up in the freewheeling, Gibson Girl mystique of the 
1910s, abandoning her corset as casually as she abandoned her family responsibilities.625 
“These ‘Progressives’,” that outraged Mother resolved, “are all to blame for putting these 
wild ideas in my daughter’s head! What’s to become of her? How will she ever find a 
husband?”626 
                                                          
621 Matthews, “Patrons Have Duties To The Teacher.” 
622 Holder, “What Shall I Play?” 
623 “Always to have at your fingers’ ends a stock of thoroughly mastered selections … a sure way to 
win popularity as a performer.” Ries, “The Amateur’s Repertoire.” 
624 “The homes you enter cannot be disguised as to its (culture) influence therein. The books, the 
habits, the apparel, the demeanor – all combine to reveal the potency or the lack of culture in a 
family…” Presser, “Culture.”  
625 Patterson, Beyond the Gibson Girl. 
626 Presser, “Music and the Mad Hour.” 
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The Etude was resolute: Allow your child to explore the temptations of the 
Progressive Era and a torrent of trouble will shower down upon your family. Since the 
Theodore Presser Publishing Company aggressively marketed special offers to teachers 
who could secure the individual subscription of at least ten additional families, and 
because many articles were directed specifically to the parents of music students, the 
responsibility of the student as an agent in their own musical education was a familiar 
topic.627 Yet, of the fourteen individual installments that constituted the totality of “The 
Etude” Educational Cartoons only “Twenty-Five Minutes Late” specifically identified 
the student as the source of “Evil.” Even in that case, the child’s behavior is age 
appropriate and void of evil intent. 
  
                                                          
627 Maguire, “The People To Whom A Girl Plays.” 
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 “The Sign | The Faculty”  
 
 “[K]eep within the bounds of good taste, . . . attract the public and tell the truth . 
. . where the average of education and musical knowledge is low, judicious extravagance 
may be legitimately used.”628 
 
Without access to secondary materials from either The Etude’s archives or 
Prittie’s correspondence, it is impossible to know if “The Etude” Educational Cartoons 
were designed so that the two vignettes that ultimately constituted each monthly 
installment were selected at random or if a relationship between the two opposing 
scenarios was implied. In most cases, a continual through line narrative that might 
connect each set of illustrations is dubious.  
One possible exception to that determination is found in the August issue. Perhaps 
the young woman in the illustration on the left (Plate 28)629 is a student of the teacher 
presented in the facing illustration (Plate 29).630 Her teacher, after all, has neglected to 
understand the importance of “one good piece properly prepared and ‘ready to play’ at 
any moment,” because he has wasted lesson time instead on “dozens of sermons upon 
[his] ability.”631  
By directing the reader’s eye from the tense scenario in the formal music parlor to 
the teacher alone in a dingy studio, the reader understands that the imposing mother was 
                                                          
628 Henry C. Lahee, “Honesty In Advertising,” Etude XVII, no. 10 (October 1899): 312. 
629 Prittie, “That $1000. Piece.” 
630 Edwin John Prittie, “The Sign The Faculty,” ed. James Francis Cooke, Etude, “The Etude” 
Educational Cartoons, XXVIII, no. 8 (August 1910): 547 R. 
631 Prittie, “The Pupil Who Knows It All.” 
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not the true source of Evil, contrary to first impressions. Instead, Evil is found in the 
failure of the daughter’s teacher to properly prepare her for a family concert. Lesson time 
that should have been focused on her preparation was squandered instead on his “great 
mistake” of self-promotion through “extravagant claims and pretensions.”632 
In Prittie’s second and final submission that incorporated an “exploded view” 
technique, one lonely teacher plays an upright piano in a small studio, stark contrast to 
the populated scene placed in the ornate upper-class drawing room scene. The solitary 
teacher in, conspicuously alone in spite of claims of a broad curriculum on his 
“Conservatoire and University” placard (including the decidedly non-musical skill of 
stenography), could well be the very same egomaniacal teacher responsible for the 
tension in the soiree found in the facing installment. The teacher, in an effort to “impress 
the public” with exaggerated claims, attains only sporadic success, and his students leave 
within “a few months.” The young heroine in the opposite installment could have been 
the victim of this teacher, left unprepared to perform at her family’s gathering because 
her music lessons have been squandered. Instead of a pedagogical system that will build 
“within [her] own soul [her] temple of success,” the student’s family pays for nothing 
more than “the privilege of rubbing up against the lacquer of reputation.”633 
The outdoor advertisement boasts instruction on ten instruments. Of those ten, 
four were highly popular in 1910: piano, violin, voice, and the organ. The popularity of 
these instruments was evidenced by the presence of dedicated monthly sections to the 
                                                          
632 Edwin John Prittie, “The Sign The Faculty,” ed. James Francis Cooke, Etude, “The Etude” 
Educational Cartoons, XXVIII, no. 8 (August 1910): 547 R. 
633 Theodore Presser, “Saving Vitality,” Etude, Editorial, XXXI, no. 2 (February 1913): 89. 
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instruction of each within The Etude. A guitar and a banjo, not mentioned on the street 
advertisement, are physically present within the studio. The guitar was given an 
occasional mention in The Etude, but sheet music specifically for it was never published 
in printed music inserts. The banjo, however, was dismissed as an inferior instrument in 
racist discourse.634 
A portrait of Beethoven and a bust (most likely Haydn) add additional visual 
commentary. Beethoven’s intense gaze has been the subject of extensive iconographical 
research.635 Here, Beethoven’s focus, often interpreted as an expression of focused anger, 
is not on the hapless teacher, but rather directed through the brick wall and onto the 
boastful sign hanging outside. The implication is that Beethoven is able to discern the 
error to which the self-aggrandizing teacher is oblivious. 
The failed search for secondary documentation to determine if the August 
installments were specifically placed in order to create one continuous narrative was not 
the only unsuccessful effort in the course of this research. Another search failed to 
determine if the text that was printed in the captions was written first by a member of The 
Etude’s staff and then given to Prittie as a source of inspiration for his illustrations. 
Multiple articles and editorials link directly to the overall theme of each individual 
vignette, and, in some cases, to specific components found therein. As a rule, however, 
no one article seems to be the direct source of inspiration for the illustration.  
                                                          
634 “The banjo accompanied their (African-American slaves) singing. It is an easy instrument, a cheap 
one, and very suited to rhythmical playing.” Harrison, “Jazz—The Music of Exile: An English 
Opinion Which Credits the Jewish Race as Well as the Negro Race with American Jazz.” 
635 E. Johnson-Hill, “Romanticism, the Classical Music, and the Beethovenian Gaze: A Changing 
Iconography of Musical Inspiration,” Music in Art: International Journal for Music Iconography 
XXXIII (2008): 247–67. 
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One clear exception links an 1895 article published in The Etude to Prittie’s 1910 
illustration for “The Sign | The Faculty.” The visual rendering is so closely aligned with 
the text found in “An Evil Exposed”636 that it is reasonable to assume that the editors 
assigned the article to Prittie to serve as a source of inspiration. The article describes Evil 
as one of the “many conservatories of music…that offer instruction on all manner of 
instruments,” precisely as rendered in Prittie’s illustration. The announcement of a 
“Grand International Conservatoire and University of Classical Musical Art” on the 
outdoor placard is the type of “pompous and almost drooling title” described in the 1895 
article.637  
The physical description of the studio itself in “An Evil Exposed” is likewise 
similar to the rendering in the subsequent 1910 illustration. It is “gaudily decorated with . 
. . banjos, mandolins.”638 In the space, a music teacher, sporting “Umbertonian hair,” is 
seated at a “weak and erring piano.” Without “any visible means of assistance,” he offers 
instruction on a “vast number of instruments.” The article concludes with an ominous 
prediction that such music teachers and adjacent physical environments lessen the ability 
of all teachers to effectively attract and retain serious students. In contrast, the caption to 
the 1910 illustration is less severe. It states that the teacher who makes only modest 
claims will secure the most enduring success.639   
                                                          
636 Theodore Presser, “An Evil Exposed.,” Etude XIII, no. 3 (March 1895): 64. 
637 Ibid. 
638 Ibid.  
639 “This picture needs little comment. Many teachers, through lack of experience, make the great 
mistake of thinking that in order to impress the public they must take extravagant claims and 
pretensions. The teacher who does the most and claims the least is the teacher who is most respected, 
and often the one who builds up the largest clientele.” Prittie, “The Sign | The Faculty.” 
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 “Too many foreigners!” 
“It is time for all who have a figment of patriotism to cease tolerance of this  
curse of the unclean.”640 
Frankie and her best friend, Queen Elizabeth Kilgore, loved gossip. Salaciousness 
trumped veracity, although they convinced themselves that it was all perfectly harmless. 
The rumor mill accelerated into overdrive one afternoon in 1955. A new teacher moved 
into Goose Creek and placed an advertisement in the local paper for new students. His 
credentials seemed impressive, but far too foreign for my grandmother’s comfort: 
“Mateus Ulzch from the music academy in Prague, The University of Czechoslovakia 
and The Czech National Symphony is accepting new students.”  
Another Czech. Bohemians, gypsies, nomads.641 Frankie knew all about those 
people. Large Czech communities were an active part of life in central Texas since long 
before she was born. Most Czechs, or “foreign white stock” as she called them, settled 
just east of Humble.642  
But, was she personally prejudiced against the Czechs? Certainly not! After all, 
she played the Primo in a duet arrangement of the “New World Symphony” published in 
The Etude,643 and she enjoyed playing Dvořák’s “Humoresque” at the Bijoux when a 
comedy scene appeared on the screen. So she couldn’t possibly be prejudice. She just felt 
that foreign white stock would be happier if they stayed with their own. To make matters 
                                                          
640 Nichols, “The Curse of the Unclean.” 
641 Theodore Presser, “The Regeneration of American Music,” Etude XVII, no. 9 (September 1899): 
289. 
642 Clinton Machann and James W. Mendl Jr, trans., Czech Voices: Stories from Texas in the 
Amerikan Narodni Kalendar (College Station: Texas A&M University Press, 1998). “Foreign White 
Stock” was the official term used in the United States Censuses of 1900, 1910 and 1940. 
643 Bomberger, An Index to Music Published in The Etude Magazine, 1883-1957. 
  258 
worse, the Czechs were all Catholics!  
Just as The Etude could find Evil in almost any guise, my grandmother held fast 
to a virtual cornucopia of prejudices and fears. As previously discussed, her negative 
beliefs found their affirmation in the written discourse of The Etude, and were also 
presented in “The Etude” Educational Cartoons. Her racist644 and sexist645 views were 
reinforced, as were her anti-Semitic646 suspicions and the anti-Progressive political647 and 
musical648 views she held. Each of those Evils were discussed in previous chapters.  
Yet one last prejudice, perhaps her strongest of all, remains unexamined. My 
grandmother’s xenophobia was by far her most resolute bias, 649 but ironically, the one 
bias that must have directly conflicted with her adoration of me. Xenophobia, a strong 
component in “How The Vaseleneowitsch Concerto Struck Home-Town” is present again 
in “Does Bohemianism Pay?” (Plate 30)650 The latter was reinforced by its juxtaposition 
                                                          
644 “I wouldn’t dissuade the ignorant darky lad from playing the bones if it made him happy —and he 
was out of my hearing!” Roie Adams Grumbine, “The Overcrowded Musical Profession,” Etude XVI, 
no. 3 (March 1898): 80.  
645 “A girl whose emotions are readily stirred should be balanced and studied the by Abundant drill in 
the noblest intellectual music. One of a more phlegmatic temperament might be quickened by 
wholesome supplies of a more emotional character.” Aubertine Woodward Moore, “Piano and Our 
Girls,” Etude XV, no. 08 (August 1897): 202. 
646 “Those Bad Debts . . . shrewd old merchant(s) of the Hebrew faith.” Theodore Presser, “Dead 
Pianos,” Etude, Editorial, XXXVII, no. 9 (September 1919): 541–42. 
647 “The man or woman who fails to realize this—who does not find time to put his shoulder to the 
wheel of national growth moving towards an ideal democracy—might better be dead.” G.C. Stock, 
“Sing for America!,” Etude XXXVII, no. 10 (October 1919): 677. 
648 “[M]elody … find(s) no favor in the eyes of these ‘progressives’” Sir Charles Villiers Stanford, 
“Sanity and Insanity in Modern Musical Composition,” Etude XXXIV, no. 5 (May 1916): 329–30.  
649 “Has Europe forgotten its Christ? Or is this the holocaust which shall consume the injustice, the 
cruelty, the wickedness of the age?” Theodore Presser, “Tomorrow,” Etude XXXII, no. 10 (October 
1914): 701.  
650 Edwin John Prittie, “Does Bohemianism Pay?,” ed. James Francis Cooke, Etude, “The Etude” 
Educational Cartoons, XXVIII, no. 7 (July 1910): 479 L. 
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on the same page with the happy, albeit misguided all-American family.651  
Reverence was showered upon immortal composers regardless of their ancestry 
because, as previously examined, composers were linked directly to God. Contemporary 
outsiders, however, new to American shores, were subject to ridicule and 
disenfranchisement. One especially perspicacious editorial managed to link Progressive 
politics, racism, and social anarchy to the dodecaphony of the Second Viennese School 
with its oblique reference to anti-Semitism. Simultaneously, it gave voice to my 
grandmother’s virulent xenophobia. In “Schönberg and the Suffragettes,” fame and 
popularity motivate a disregard for tradition and law. Rebellion, both social and musical, 
is the link shared by composers, feminists, and foreigners.652 
Nevertheless, as the president of the Goose Creek Music Club, it was Frankie’s 
responsibility to make a social call on a new teacher and extend an invitation to their next 
meeting,653 but she found the introductory telephone call most off putting. The gentleman 
spoke broken English and did not demonstrate even the most basic courtesies. They did, 
however, agree that Frankie would come by to call tomorrow afternoon. No sooner had 
she hung up the phone than she immediately began to fret about the appointment. She 
                                                          
651 Prittie, “Puzzle: Find the Mozart Sonata.” 
652 “Schönberg learned a lesson from the militant suffragettes. He was ignored till he began to smash 
the parlor furniture, throw bombs, and hitch together ten pianolas all playing four different tunes …  
that the cacophonists are lawbreakers is their boast  …  The statue of Venus, the Goddess of Beauty, is 
knocked from its pedestal and replaced by the stone image of the Goddess of Ugliness, with the 
hideous features of Hottentot hag  …  this cult of hideousness  . . .  the cult of cacophony and general 
lawlessness …  the systematic creators of a musical ugliness.” Henry T. Finck, “Schönberg and the 
Suffragettes:  The Noble Contempt For Melody,’” Etude, XXXII, no. 7 (July 1914): 488. “Hottentot 
hag” is a racial slur, referring to Sarah Baartman, a West African woman who was put on display in 
Europe in the early nineteenth century. Gawkers were fascinated by her curvaceous figure.) 
653 Theodore Presser, ‘The Difference Between Being and Having’, Etude, Woman’s Work in Music, 
XVIII, no. 6 (June 1900): 227. 
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quickly called Queenie and begged her to come along.  
“Too many foreigners in this country already! And now a foreigner music 
teacher here in Goose Creek? Why doesn’t he move up to El Campo or Austin and be 
with his own people?” Frankie pontificated as they drove over together.  
With pillbox hats in place and pink gloves snapped shut at the wrist, the two 
ladies arrived at the new teacher’s home precisely at 2 PM. Never go to anyone’s home 
empty-handed: Queenie brought a freshly baked loaf of pumpkin bread, and Frankie 
plucked a bouquet of zinnias and roses from her garden just that morning. What could 
possibly go wrong? 
Walking up to the house, the sound of virtuoso piano playing wafted out. The 
women were amazed by what they heard. What an extraordinary performance! Was he 
playing Liszt? Rachmaninoff, maybe? The women were not sure of the composer, but 
they were astounded by the breathtaking virtuosity of the performer.  
They waited for an appropriate break in the music, then knocked. No response. 
After a second series of knocks, the door slowly creaked open. The sight that awaited 
them was like nothing either woman ever encountered before. Not even the darkest 
Gustave Doré illustration found in the most terrifying Edgar Allen Poe gothic novel 
could compare. No, this must be some dreadful joke, a hideous apparition, for no 
Christian gentleman, expecting a social call from two representatives of the professional 
community he sought to enter would ever dream of receiving guests in such a macabre 
setting. 
Slovenly dressed, a mop of dirty hair in total disarray, and with a burning 
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cigarette, little more than a string of ash, dangling between his lips, a cadaverous, tiny 
man mumbled a few almost indecipherable words of entrance. The women exchanged 
anxious glances and hesitantly stepped in. The room was covered in the most egregious 
filth imaginable. Plates of partially eaten food covered with flies were scattered about. 
Cobwebs, some under construction, outlined the dirty window casing. Only when a 
filthy black cat screeched past as if crying out for help did the two women notice that it 
had deposited a barnyard indiscretion in the living room, left unattended amidst the torn 
carpets and strewn newspapers.  
Through their stupefaction, Queenie and Frankie barely saw the new Steinway 
grand piano in a distant corner, nor did they see the line of diplomas on the far wall. No, 
this simply would not do. No matter how brilliantly he played, a music teacher must 
present “bright happy surroundings” for their students. Not that the studio must be a 
palatial haven with great artwork on the walls and shelves of historic books,654 but a tidy 
studio was a minimal expectation.655 
The pianist himself was hardly worthy of the title “gentleman,” or, for that 
matter, “teacher.”656 His person was unkempt, and he avoided more questions than he 
answered, in spite of an imperious attitude directed toward small-town musicians. There 
was a “superior tilt to [his] nose”657 as he spoke of his own musical achievements. When 
Frankie asked about his teaching experience in small towns, he “looked down from his 
                                                          
654 Crawford and Boekelman, “How to Make Music Studios Attractive.” 
655 James Francis Cooke, “The Latest and Best,” Etude XXXVIII, no. 2 (February 1920): 77. 
656 Preston Ware Orem, “Some Qualities of the Ideal Student,” Etude XX, no. 1 (January 1902): 11. 
657 James Francis Cooke, “The Super-Snob And the Artist,” Etude, Editorial, XXXVII, no. 3 (March 
1918): 151. 
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fancied superiority” and quickly excused himself.658 
Queenie and Frankie exchanged knowing glances in his absence, but did not 
speak. Usually, the ladies of the club would ask the new teacher to play a selection on 
these first meetings. But, this particular situation seemed too unusual, and frankly, the 
two women were uncomfortable and eager to leave. 
Anyway, their unspoken verdict was already resolute.  
The Music Club of Goose Creek, Texas must avoid even the smallest “element 
of evil … that bids fair to hurt the cause of music.”659  
On the drive home, both women resolved that, for the first time in its history, the 
club would not extend an invitation for membership to a new teacher.  
“They are letting too many foreigners in this country,” Frankie pronounced.  
Miss Queenie just nodded in agreement. “You’re absolutely right, Frankie. Too 
many foreigners!” 
Little did Frankie know that within one year her worst fears would be realized. 
Her beloved daughter, my mother, Bonnie, married a first-generation, Catholic Czech 
boy named Matthew Heimann.  
“Too many foreigners!” My grandmother repeated endlessly throughout my 
childhood. But, my father and his family were all “foreigners,” I thought. My paternal 
grandparents, in fact, only managed to speak minimal English, thereby earning Frankie’s 
ridicule and scorn. Was I a “foreigner,” too? 
                                                          
658 H.A. Clarke, “The Student’s Attitude Toward His Art. I. Humility,” Etude, Student Life and Work, 
XX, no. 5 (May 1902): 176. 
659 Douglass, “A Plea For More Serious Work Among So-Called Musical Clubs.” 
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“Too many foreigners!” 
  
  264 
 “Does ‘Bohemianism’ Pay?”  
 “The teacher who at his studio sits enthroned in all his glory,  
like King Solomon of old, taken up with his own importance, puffed up with pride.”660 
 
By far the darkest and most foreboding of the fourteen illustrations in “The 
Etude” Educational Cartoons was published in July 1910. “Does ‘Bohemianism’ Pay?” 
presents genuine Evil, but is rendered with an unequalled pen and ink technique and 
exceptional attention to detail (Plate 30).661 The July 1910 issue moved the placement of 
the series from the bottom of the page to the top, perhaps as a result of a positive 
response from readers. A subtitle was added that announced “Picture Object Lessons 
That Show At A Glance Why Some Teachers and Why Some Pupils Fail To Succeed.” 
Evil in this illustration is “Bohemianism,” a favorite nemesis of The Etude.662 The 
term suffered a tortured relationship with The Etude in both editorial comment and 
iconography. “Bohemians” were portrayed as the willing participants in a dirty and 
destructive lifestyle of self-indulgence, liquor, and laziness.663 Their fate was a lonely 
life, void of social acceptability and, in extreme cases, lives cut short by drugs and 
alcohol.664 The editorial caption encouraged music teachers to maintain personal and 
environmental cleanliness, a prevailing theme in American life in the 1910s. At the dawn 
of the century, personal hygiene was a secular virtue ripe for propagation. In fact, 
                                                          
660 Emil Liebling, “Musical Comments by Emil Liebling,” Etude XVII, no. 9 (September 1899): 276. 
661 Edwin John Prittie, “Does Bohemianism Pay?,” ed. James Francis Cooke, Etude, “The Etude” 
Educational Cartoons, XXVIII, no. 7 (July 1910): 479 L. 
662 “She is not “Bohemian” enough to keep her piano untidy.” George Hahn, “Why She Succeeds,” 
Etude XXVII, no. 1 (January 1909): 52. 
663 “The Road to Success,” Etude XXXI, no. 10 (October 1913): 699. 
664 Louis Arthur Russell, “The Musician’s Marriage,” Etude, Editorial, XVII, no. 9 (September 1899): 
254. 
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“cleanliness is next to godliness” was not a religious decree, but an advertising pitch that 
urged the dirty masses to consume.”665 Original illustrations often accompanied 
advertisements for personal hygiene products marketed in The Etude. 
This teacher, cadaverous and disproportionate, is slouching in the comfort of a 
rocking chair while idly gazing into a vacuum. The large window is framed with tattered 
curtains, and his ragged clothes and slovenly physiognomy are mirrored by the condition 
of his studio. Discarded mail clutters the floor and burning cigarettes are smoldering on 
the floor, a potential fire hazard despite the convenient presence of a spittoon. Although 
smoking was socially acceptable for men in 1910, The Etude consistently warned that 
smoking was a part of a larger threat to the cultivation of American values in children.666 
“[W]e have a very strong conviction that they [cigarettes] are extremely injurious to 
young people.”667 
A scraggly black cat, void of any discernible features save for an unkempt coat of 
matted fur, cannot even summon the energy to gaze at its master, but instead stares 
blankly in the direction of a chaotic, cobweb-infested bookshelf. The cobwebs that frame 
the bookshelf are rendered in a reverse pen and ink technique, a virtuoso display of 
Prittie’s mastery of the genre. While annoying, these latter elements, including plates of 
discarded food that could easily attract summer flies and emit a putrid smell, could be 
attributed to nothing more than the teacher’s idiosyncratic quirks.  
However, ominous iconographical elements of clear and present Evil are also 
                                                          
665 Steven Heller, All-American Ads of 1900-1919, ed. Jim Heimann (Cologne, Germany: Taschen, 
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666 Theodore Presser, “Musicians and Tobacco,” Etude, Editorial, XLII, no. 1 (January 1924): 7. 
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lurking. The teacher has placed the piano far from the open window, partially hidden in 
the extreme background and veiled in shadow. It is therefore out of the sightline of any 
pedestrian who might be passing by outside. A vulnerable and defenseless child, sitting 
for a lesson beside the “Bohemian” teacher, already the subject of suspicion due to his 
unorthodox lifestyle, would be invisible from the window, leaving possibly rapacious 
behavior concealed. Even if a parent remained in the studio for their child’s lesson, the 
only visible chair in the room is facing in away from the piano. Because The Etude 
associated Bohemianism with “Sex Magazines” and “Putrid Movies,” surely a 
defenseless child, isolated in a dark corner with a suspicious ‘Bohemian’ musician, could 
be victim of a sexual predator. 668 
The editorial caption answers its own hypothetical question. The teacher will 
certainly lose students as soon as parents interact with the mayhem.669 Time is money, 
and available hours for teaching were depleted in the summer heat, especially before the 
advent of air conditioning. Many music studios reduced the number of students and 
lessons in summer months, making this illustration and its caption a reminder to the 
teacher of the need to maintain a physically attractive studio, and to present a 
professional persona that is above suspicion or reproach. 
Conditions of seasonal weather were not the only thief of a teacher’s time. Time, 
be it wasted or squandered, abstract or concrete, is present in each installment of “The 
                                                          
668 Ibid. 
669 “This pertains to your appearance as well as to your manners. People appreciate neatness in a 
musician just as much as they do in a physician or a minister. Bohemianism is a complete failure in 
music teaching.” James Francis Cooke, “The Value and Practice of Advertising Among Professional 
Musicians,” Etude, Editorial, XVII, no. 7 (July 1898): 266. 
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Etude” Educational Cartoons “Little David” was responsible for the loss of time 
experienced by his teacher (Plate 19);670 Sadie (Plate 13)671 lost her practice time because 
of the various distractions she endured. For the “Bohemian” teacher, however, time is 
oddly absent. The “Bohemian” teacher has not necessarily wasted time, but rather, time is 
suspended. It exists only in an abstract world beyond his purview. 
A thorough analysis of this installment could end at this point and satisfy 
iconographical questions. However, beyond the obvious components, “Does 
Bohemianism Pay?” explores another bedrock thesis of The Etude, subtly presented here 
but of crucial importance in establishing a thorough understanding of the magazine’s 
impact on regular readers. The fundamental property of music is that it functions as an 
auditory enterprise. Music must be heard to be music, just as an image must be seen for it 
to become art. Yet when music is presented as a component in visual art, its defining 
element, the ability to interact with human hearing, is, by a predetermined construct of 
the artistic medium, eliminated. The viewer must supply, either through sensorial 
memory or perspicuous imagination, the anamnesis of the music captured in the moment 
presented by the image.   
The Etude maintained that non-musical individuals, whether unable to make 
Western art music themselves, or at the very least, incapable of the ability to appreciate 
the value of such music, were to be approached with great trepidation. Those people were 
the other, labeled because silence, for whatever reason, extinguished music in their 
                                                          
670 Prittie, “Only Twenty Five Minutes Late.” 
671 Prittie, “Why Doesn’t She Get Ahead?” 
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sphere. If music did not exist, they must be shunned by musical society672 and denied 
Godly blessings.673 The silence that defined them was a primary, indisputable signifier of 
questionable probity.674 
The menacing quality of the “Bohemian” teacher is not merely defined by the 
cobwebs and filth. Rather, the eerie factor in his presence is produced from the silence in 
which he is enveloped. This is the only vignette in the entire cartoon series in which 
music is utterly absent. In all other installments, music is the motivating character and the 
catalyst of the action, whether presented in active performance, temporarily interrupted, 
implied only in the abstract, or even neglected. It is always music, and the music lesson 
in particular, that remains the constant theme and motivational raison d’etre.  
The “Bohemian” teacher has no connection to music whatsoever. It is not his 
physical distance from music (in his case, the piano that stands in the background) that 
signifies silence, but rather his emotional separation. The piano in the background is a 
mere prop, quite superfluous for the narrative. Other teachers in the cartoon series have 
momentarily left their piano, but the iconographic narrative established that their 
departure was only temporary. Those teachers were seated at their respective pianos the 
second before the image was captured, and both will return to the piano when the action 
resumes. We learned that both teachers are on strict schedules: Pupils were taught earlier 
in the day, and subsequent appointments follow.  
                                                          
672 Cooke, What Is the Center of Attraction in This Picture?  It Always Pays to Study Music. 
673 “Home, School, Church: ‘For the Lord God Omnipotent Reigneth,’” Etude LVIII, no. 9 
(September 1940): front cover. 
674 “[A] privileged, if not precisely private, language, which by being readable admits the reader-
viewer not only to meaning but also to belonging,” Richard Leppert, “Sexual Identity, Death, and the 
Family Piano,” 19th-Century Music 16, no. 2 (1992): p. 106.  
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The debate between the use of a piano stool versus a traditional bench for piano 
lessons was a matter of such concern that The Etude featured an entire symposium on the 
subject, featuring the opinion of ten accomplished pedagogues.675 For a music 
iconographer examining “The Etude” Educational Cartoons the presence or absence of a 
piano bench or stool was determined to be a signifier of professionalism. It was 
concluded that the appropriate furniture provides iconographical evidence that the 
featured teacher is a serious pedagogue.  
For the music iconologist, the absence of either a bench or a stool in this 
particular installment problematizes the teacher’s character and intentions further. The 
piano in the studio of this “Bohemian” teacher is void of any furniture that would 
facilitate a musical environment. The only visible sitting device is the prominent rocking 
chair. It provides no feasible use whatsoever at a piano for either a teacher or student. 
Why, then, does Prittie place this teacher in a rocking chair, the only example of such in 
all of “The Etude” Educational Cartoons “?  
At least two possible explanations, each equally troubling, are reasonable. The 
Oxford English Dictionary establishes the term “off his rocker” as a slang for one with 
mental illnesses. In that context, this teacher would be a highly suspect musical teacher 
for a young child.  
The second, even more disturbing reading, complements the findings of Richard 
Leppert. His research into music iconography of eighteenth-century British art posited 
that male music teachers were considered a threat to an established home by first 
                                                          
675 Reed, “The Piano-Player’s Position.” 
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usurping a father’s authority and second as a potential sexual predator left alone with 
young children for an extended period of time. The Etude picked up the stereotype and 
extended it in the form of a warning to its readers. 676 
The “Bohemian” teacher has no such tether to music, music education, or even 
reliability of professional scheduling. The particulars of his visual interest are beyond the 
viewer’s frame. He is vaguely focused on something out the window, but further 
specificity is impossible to establish. Based upon a collective analysis of the visible 
components in the illustration, the viewer can surmise that the “Bohemian” teacher’s 
ambiguous gaze is not possibly lingering upon a noble person nor meritorious scenario. 
The thoughts in his mind, like the vista he ponders, are as “dirty” as the studio he 
occupies.   
  
                                                          
676 “[I]n some localities the term “musician” or “music teacher” is used as one of opprobrium and 
contempt, at least among certain classes. The professional musician is looked upon as a crank, or some 
kind of freak of nature, rated with the average dancing master, and desired slowly for his technical 
knowledge as an instructor, or ability to entertain with fingers or voice. Like a squeezed lemon, he is 
valueless after being used.” Roney, “Wanted in the Musical Profession: More Brains and Better 
Morals.” 
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CONCLUSION 
Restatement of the Research Problems, Research Questions, and Methodology 
 “We build upon the past in art while we create for the future.”677 
 
Research Problem:  Music Education 
The discourse published in The Etude Music Magazine (1883–1957) included the 
earliest examples of mass media commercial illustration that specifically targeted private, 
predominantly female music teachers in the United States, with the sole intention of 
forming, molding, and controlling their personal and professional identity. Despite the 
exponential growth in all commercial illustration, the power and influence of commercial 
illustration on private music teacher identity remains unexamined.  
 
Research Problem:  Music Iconography    
American commercial illustration struggles to achieve recognition by art critics 
and scholars. As a result of this institutionalized exclusion, the potential efficacy of 
American commercial illustration to shape and control personal and societal identities 
remains unexamined. This dissertation, with its exceptionally narrow scope (private 
music teacher identity) taken from one equally specific source (“The Etude” Educational 
Cartoons), is an appropriate first foray for music iconographers to begin an exploration of 
American commercial illustration.   
                                                          
677 Ignaz Friedman, “Ignaz Friedman - What Is the Most Difficult Thing in Piano Playing?,” Etude 
XXXIX, no. 5 (May 1921), p. 297. 
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Research Questions 
1. How, if at all, did my grandmother’s engagement with The Etude Music Magazine 
shape the development of my identity as a music teacher?  
 
2. To what extent, if at all, does the legacy of The Etude Music Magazine influence 
elements of private music teacher identity in music education today? 
 
Methodology 
 
This dissertation utilized the theoretical structure first envisioned for future music 
researchers in 1967 by Emanuel Winternitz (1898–1983).678 Winternitz conceptualized a 
type of comprehensive research tool that would forge a unique amalgamation of the 
quantitative, objective methodology of iconography, and the qualitative, subjective theory 
of iconology.679  
Winternitz was the first curator of the musical instruments collection at the 
Metropolitan Museum of Art. Therefore, his work aimed specifically to explore and 
understand musical components in visual art. However, the concept of a hybrid research 
model that would blend iconography with iconology was not Winternitz’s exclusive idea. 
A similar proposal is found in the writings of Erwin Panofsky, “the most influential art 
historian of the 20th Century.”680 Panofsky suggested that in an ideal formula, iconology 
                                                          
678 Emanuel Winternitz, Musical Instruments and Their Symbolism in Western Art: Studies in Musical 
Iconology (New York: W. W. Norton & Company, 1967). 
679 Somewhat begrudgingly, Winternitz recognized that even in 1967 “the distinction between the 
suffixes (meaning iconology and iconography) is often not observed” (p. 230).  
680 Jeffrey Chipps Smith, Three Essays on Style, ed. Irving Lavin (Cambridge; London: The MIT 
Press, 1997), p. XXVII. 
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would become “iconography turned interpretative.”681  
The Winternitzean theory used in this research was borne of his concern that if 
music iconography continued to exist in a vacuum, it would produce only “sterile 
accumulitis.”682 Yet, without the comparatively unglamorous contributions of the music 
iconographer, the music iconologist would be left empty-handed.683  
The solution for Winternitz was an idealized, fully integrated research tool that 
would be realized only when “fact finders” (his term for iconographers) were well versed 
in the “actual problems of musical history hitherto unsolved or with hypotheses that will 
have to be verified or discarded.”684 Method and theory, for Winternitz, needed to 
become one.685  
Until this research rose to Winternitz’s challenge and applied his idealized pas de 
deux to actual research, only a few conosgenti were even aware of Winternitz’s work.686 
Here, perhaps for the first time, his flexible and powerful tool—simultaneously 
theoretical and methodological—served the needs of actual research.    
The next challenge was to deliver the findings to the reader in a concise, engaging 
narrative that would complement those two components, maintain academic rigor, and 
                                                          
681 Erwin Panofsky, Meaning in the Visual Arts (Chicago: University of Chicago Press, 1983), p. 32. 
In the same essay, Winternitz promises that “Iconology, then, is a method of interpretation which 
arises from synthesis rather than analysis” p. 32. 
682 Winternitz, p. 232.  
683 “Our gratitude is of course due to all those fact finders who compile the visual records,” Ibid. 
684 Ibid. 
685 “In short iconographers should know a little iconology,” Ibid. 
686 “The work of Erwin Panofsky especially has been considered ‘semiotic’ in character. Argan 
considered Panofsky to be the ‘Saussure’ of art history.” Christine Hasenmueller, “Panofsky, 
Iconography, and Semiotics,” The Journal of Aesthetics and Art Criticism 36, no. 3 (1978): 289–301, 
https://doi.org/10.2307/430439. 
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allow the author to position himself within the research. Although visual research offers a 
“kaleidoscope of alternative approaches,”687 one specific research design, somewhat new 
to both music education and music iconography, but rapidly growing in academic 
affirmation, emerged as a clear and suitable choice. 
To determine whether the construction of private music teacher identity is largely 
the result of mass media commercial illustration, this research focused on an examination 
of the images in “The Etude” Educational Cartoon series. That examination, which 
formed the narrative of this dissertation, provided the answers to the research questions.  
The first step in the data collection process utilized the combined implementation of 
iconography and iconology. Each illustration was analyzed for content, character, 
narrative, detail, and perspective. Following the visual analysis, the captions of each 
illustration were studied to determine if the written and visual discourse were in 
complement with one another, or if contradictions were present, and to identify possible 
signifiers that might lead to further inquiries. The data collection process then expanded 
from the cartoon series to include other articles, editorials, and images published in The 
Etude that addressed similar or closely related topics. Finally, armed with the addition of 
the related discourse, the “The Etude” Educational Cartoon series were re-examined 
within the context of the larger cultural and societal background of 1910. As a result of 
this process of data collection, comparison, and analysis, the research questions were 
answered. 
                                                          
687 James W. McKinnon, “Musical Iconography:  A Definition,” Music in Art: International Journal 
for Music Iconography 2, no. 2 (Spring 1977), p. 16. 
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With the research questions restated and the methodology explored, the next 
chapter will discuss the findings for each research question. The remaining chapters 
discuss the limitations of this research, suggested areas of inquiry for future work to 
expand on these findings, and the implications of this research on the field of music 
education and its relevance to music iconography. The concluding chapter provides final 
thoughts.  
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FINDINGS 
 
My Identity as a Private Music Teacher 
My grandmother’s professional identity was formed entirely by The Etude Music 
Magazine. It was not merely one contributing factor, nor was The Etude just another 
parallel component that functioned along with other influences. Frankie, the private 
music teacher, was The Etude, and, thanks to successful strategic planning and specific 
marketing techniques, The Etude was Frankie. In its pages she found the answer to every 
possible question she could encounter—pedagogical, professional, personal—sometimes 
even before the question occurred to her. Its discourse formed her thoughts on music, 
music education, and the responsibility that she, as the sole private music teacher in town, 
was charged to protect and uphold.  
My research established that her teaching and her conduct were consistently in 
harmony with the discourse found in The Etude. When The Etude repeatedly admonished 
teachers to permit only specific repertory, those became the only selections her other 
students and I were permitted to study. Jazz was Evil because The Etude told her so. 
Missed lessons had to be compensated in exact accordance with the policies laid out for 
her in The Etude. Why was her music parlor kept in pristine order?  Because disarray, 
according to The Etude, was an attribute of the great unwashed masses. 
The courage required to defy local law enforcement officials did not stem from 
some repressed revolutionary tendencies. No, Frankie stood nose-to-nose with the police 
Sergeant only because The Etude accused him of utter failure in his professional 
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responsibilities.688  She, as the only private music teacher in Goose Creek, was the 
designated torch bearer, and as such was specifically charged with confronting his 
inadequacies and linking the same to his lack of a formal musical education. 
Although I would never find musical motivations to defy legal authorities, The 
Etude is, I have discovered, an important and direct influence in my identity as a private 
music teacher. Due to our exceptionally close bond, my grandmother and I shared The 
Etude just as other children might share a love of sports or a passion for cooking with an 
especially close family member.   
In the forty years after my grandmother’s death, I gave little specific thought to 
The Etude. The orange crates were gradually scattered across a series of series of far 
flung basements and attics where their contents collected decades of dust. Yet when this 
research lured those yellowing magazines out of their confinement and the cobwebs were 
swept aside, the harsh daylight revealed the origins of my professional identity as a 
private music teacher. Among the brittle yet familiar pages were found the provenances 
of many of my core beliefs, mirrors that reflected back the origins of my identity. There I 
found the reasons why I believe Western art music is indeed superior to even the best 
examples of popular music; here was the source of my firm conviction that music 
                                                          
688 “The truth is that America is now at war and does not realize it. The enemy is now far more 
dangerous, far more strongly entrenched, that that which our ancestors encountered at Lexington and 
Valley Forge. On the firing line are the teachers of America.  The police, the judiciary and the penal 
institutions are wholly incapable of stemming the tide.  Multiply them as we will, the army of the 
enemy is increasing far faster. Character education in the home, the pulpit, and in the schools, is the 
only solution of the great problem of fortifying the minds and souls of our youth to resist dishonesty, 
immorality and anarchy. High degrees of accomplishment and efficiency in intellectual training ... 
brilliant minds and fragile characters ... Loeb and Leopold ... {are the fault} of the educational 
system,” James Francis Cooke, “Are We At War?,” Etude, Editorial, XLIV, no. 10 (October 1926): 
713. 
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education “exalts life;” and finally I understand that the solace I find in music when 
“life’s grey hours ensnare” 689 my day is not a simple emotional reaction. The Etude 
published early descriptions of promising research that would eventually be confirmed in 
science.690   
In perhaps the most startling revelation in this research, I find that many of the 
problems that were faced by private music teachers in 1910 are still an unresolved 
presence in my private teaching today. I, too, am easily intimidated by the demands made 
by some parents of my students (“How Could the Teacher Know?”), yet frustrated by the 
inattention of others (“Why Doesn’t She Get Ahead?”). The computer monitor that used 
to sit on my piano was banished to a separate room when I realized that, much like “The 
Teacher Who Can Do Two Things At Once,” my attention to my students was frequently 
interrupted by notification pop-ups and changing screen saver patterns. Finally, because 
of this research, I now ensure that every student, regardless of their chosen instrument or 
skill level, always has at least one piece thoroughly memorized and fresh, lest they find 
that, like the young woman in “That $1,000 Piece,” they are left in a “too absurd” 
situation, unable to demonstrate their musical progress for family and friends.691  
Parenthetically, this research has reminded me that, like my students, I too must have a 
few pieces representative of varying genres always fully memorized and ready to perform 
                                                          
689 Franz von Schober, An Die Musik, n.d. 
690 Willem Van De Wall, “Music for Sub-Normal Children of the Public Schools,” Etude, no. 1 
(January 1929): 28; Edward Podolsky, “Music’s Role in Healing:  History Reveals the Curious Use of 
Music in Therapeutics,” Etude, no. 7 (July 1933): 442; Harriet Garton Cartwright, “More Musical 
Therapeutics,” Etude LXIII, no. 3 (March 1945): 136. 
691 “No one better than the girl who plays the piano has the opportunity to employ the mind and body 
on equal terms.” Aubertine Woodward Moore, “The Piano And Our Girls,” Etude XV, no. 8 (August 
1897): 202. 
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for informal gatherings of friends and family. This serves not only as a mode of 
entertainment, but also fulfills my inherited role as designated torchbearer of music 
within my own community. 
Certainly, disagreements are found as well. Specific to the theme of “The Etude” 
Educational Cartoon series, there is no evidence whatsoever that supports the premise 
that classical music acts as a protective agent against societal and cultural Evils, either 
real or imaginary. I remain skeptical but open to the suggestion that music has uniquely 
divine powers692 that enable it to heal physical,693 psychological,694 and even political 
wounds.695  
Beyond the research questions, other dissimilarities were identified. Notably, the 
prose used in mass media publications in the early 20th Century was far more lyrical and 
florid than even some of the most formal academic writings currently published. The 
highly elevated standards of commercial discourse imply that the reader herself was 
educated, articulate, and well versed in refined prose, or, at least aspired to such. 
Unfortunately, the highfalutin writings of The Etude were peppered with blatantly racist 
and sexist discourse, including stereotypes and prejudices that were tolerated in 1910 but 
are repugnant to contemporary sensibilities.   
                                                          
692 Karl Merz, “The Sanctity of Music,” Etude IX, no. 3 (March 1891): 5–12. 
693 Louis C. Elson, “Music In Its Relation To Health.,” Etude, no. 1 (January 1897); Podolsky, 
“Music’s Role in Healing:  History Reveals the Curious Use of Music in Therapeutics”; Harriet 
Garton Cartwright, “The Healing Art of Music,” Etude, no. 2 (April 1945): 81. 
694 “How Music Assists in the Cure of Mental Diseases,” Etude, no. 5 (May 1910): 349; Trafford 
William Argus, “How Music Helped Me to Avoid the Asylum,” Etude LIX, no. 1 (January 1941): 17; 
Moissaye Dr. Boguslawski, “Music As A Cure For Mental Depression:  By the Well-Known Musical 
Pedagogue and Pianist,” Etude 7 (July 1932): 469; Sylvia Walden, “Music For The Mentally 
Disturbed,” Etude, no. 5 (May 1945): 263. 
695 James Francis Cooke, “Music and a Loftier Race,” Etude, Editorial, no. 2 (February 1945): 63. 
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The Etude’s Influence on Private Music Teacher Identity 
The Etude Music Magazine itself has no direct influence on private music teacher 
identity today, given that it ceased publication in 1957. However, the disappearance of 
The Etude did not represent the end of Theodore Presser’s legacy, specifically his success 
in using mass media to mold the identity of private music teachers through both written 
discourse and commercial illustration.  
This research established that one of the earliest examples of the use of imagery to 
influence private music teacher identity began with the illustrations published in The 
Etude, and, more specifically, with “The Etude” Educational Cartoon series of 1910. It 
is, perhaps, the first known effort by a musical mass media publication to disperse 
warnings, admonitions, and words of encouragement to subscribers over an extended 
period of time through a combination of both image and text. 
At the beginning of my research, my preconceived anticipations were 
considerable. First, I considered the strong possibility that the examination of commercial 
illustrations published in 1910 would remove a deceptive veneer of gentility, and thereby 
reveal artificial facades and unrealistic expectations. Second, I began this research with 
the working hypothesis that 21st Century mass media commercial illustrations would be 
far more authentic, more verismo, than their 1910 predecessors. Contemporary images, I 
presumed, of private music teachers would look like me: hardworking and dedicated, but 
frequently exhausted and exasperated.  
 In fact, the opposite was true. Our beleaguered ancestors from 1910 are depicted as 
far more authentic and relevant than are their carefree present-day counterparts. Yes, the 
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majority of illustrations in The Etude were indeed highly romanticized. However, “The 
Etude” Educational Cartoon series itself was an exception. The 1910 images are honest. 
Those teachers grappled with the same real problems and struggled through the same 
genuine obstacles that still plague many private music teachers in the 21st Century. I can 
identify immediately with those teachers because I have experienced most of their 
dilemmas, too. The relationships are recognizable, the frustrations are genuine, and 
solutions are few. They persevered with their students in spite of frustrations, 
disappointments, misguided and sometimes dishonest parents, and even howling dogs. 
Perhaps disheartened, they continued, motivated only by a love of teaching and a love of 
music. 
Contemporary commercial images of private music teachers are false. A quick 
Google Images search (using advanced search keywords “private music teacher”) 
returned thousands of pristine and artificial images of private music teachers that held 
few recognizable elements accurately reflective of my daily experience. He is a model of 
relaxed self-control; she is perky yet patient; students are focused and grateful; and 
parents, if present at all, are generous and supportive. Those happy, smiling, teachers 
work with enthusiastic, talented students in beautiful, state-of-the-art studios. Theirs is a 
pristine and insouciant world, void of complications and challenges. The product in the 
contemporary images is the image itself—the image of an idealized music teacher.  
Like many of my peers in the field of private music education, I, too, rely heavily 
upon outside resources to augment pedagogical needs. Instead of one single source that 
supplies the majority of private teaching needs as was Frankie’s case, contemporary 
  282 
private music teachers work in an ever-increasing mass media market, drenched with 
commercial illustrations that specifically target their identity.  
Current beliefs, habits, and preferences that are components of some contemporary 
private music teachers were also present in The Etude, and specifically in “The Etude” 
Educational Cartoon series of 1910. For example, an apprehension that parents will hold 
the teacher responsible for the student’s lack of progress (“Why Doesn’t She Get 
Ahead?”) is a common concern. That particular caption addresses the private music 
teacher in third person, suggesting and perhaps reinforcing a sense of paranoia: “If Sadie 
doesn’t get ahead, scold her and make it hot for the teacher. Never fail to blame the 
teacher. He’s accustomed to it.”696  
Another example of an element in contemporary private music identity is found not 
only in “The Etude” Educational Cartoon series, but can be traced back to the early 18th 
Century. As previously discussed, a frequent theme in music iconography is that of child 
endangerment at the hands of a predatory male music teacher.697 He was still a real and 
present danger, published by The Etude in 1910 as the lecherous music teacher in “Does 
‘Bohemianism’ Pay?” Today, sensationalized headlines of isolated cases of criminal 
behavior on the part of a very few predatory male music teachers reinforce the stereotype. 
As a result of these research findings and my interaction with the illustrations, 
combined with contemporary news articles, I made significant changes to my private 
music studio. To ensure that parents felt welcome and physically close to their children, 
                                                          
696 Edwin John Prittie, “Why Doesn’t She Get Ahead?,” ed. James Francis Cooke, Etude, The Etude 
Educational Cartoons, XXVIII, no. 4 (April 1910): 265 L. 
697 Richard Leppert, Music and Image: Domesticity, Ideology and Socio-Cultural Formation in 
Eighteenth-Century England (CUP Archive, 1993). 
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comfortable chairs were situated in my music parlor near the piano. Unfortunately, 
solving that problem created another, also published in “The Etude” Educational 
Cartoon series. Due to their physical proximity during the lesson time, the parents of 
some of my students suddenly felt emboldened to contribute their own thoughts and 
opinions. The frequency of running commentaries and “helpful suggestions” increased in 
direct proportion to the decrease in physical distance. That resulting problem—the 
difficult, interfering parent—was also a source of Evil in 1910 (“How Could the Teacher 
Know?”).  
How could I reassure an apprehensive parent of their child’s safety, yet stymie their 
interjections? I rearranged the furniture again, relocating the armchair to a vestibule just 
outside of the parlor, but still in full view of the piano. There, I added a reading lamp and 
a few magazines. As a result, parents can now maintain visual contact with their child 
during the lesson time, but are distanced just far enough away to make their contributions 
impossible, or at least inaudible. Two current and relevant potential “Evils,” each over a 
century old, were thus eliminated.   
Another aspect of the relationship between the producer and the consumer of the 
commercial image leads, ironically, back to Theodore Presser and his Music Teachers 
National Association (MTNA). The MTNA remains an important resource for 
contemporary private music teachers and their students. Like The Etude, the MTNA is a 
mass media enterprise that specifically targets an overwhelmingly female private music 
teacher demographic. The MTNA manages and monitors the identity of private music 
teachers in both its written and visual discourse. The images presented by the MTNA to 
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its membership are still largely created and modified by outside forces, well beyond the 
music teacher’s immediate and conscious control. As a result, the physical presence of 
The Etude might have dissipated after 1957, but the construct of private music teacher 
identity continues to thrive through mass media commercial imagery. 
Finally, identity—professional or personal—is never constructed in a vacuum. We 
function in a large, expansive environment. Yet, none of the teachers presented in “The 
Etude” Educational Cartoon series are given a life beyond teaching. Their sole identity is 
derived from their interaction with their students and interactions with the parents of their 
students. The captions that accompany each illustration do not provide any implications 
that the teacher’s identity is influenced by other outside factors, musical or personal. This 
observation is also true for most contemporary commercial images of private music 
teachers. They are likewise presented in a highly limited environment, implying that their 
identity is constructed solely from their professional duties as music educators. 
This missing information is crucial in answering the research questions. We do not 
know, for example, if Prittie’s teachers or the teachers in contemporary images are also 
actively performing musicians. With that information, we could learn if their private 
teaching is a primary or secondary duty. Such information would inform and expand the 
sources of their constructed identity and clarify issues of influence.  
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Mass Media’s Influence on Music Education 
“The challenges now facing teacher educators lie in meeting the need to consolidate and 
reshape previous legacies rather than in staking out new frontiers.”698 
 
American homes quickly filled with mass media publications in the early 1900s. 
Simultaneously, a growing middle class was seeking its collective and individual 
character. When illustrations were subsequently added to affordable and popular 
magazines, a mutual sense of identity and type were quickly established. Readers began 
to define their worldview in terms of the commercial images with which they 
interacted.699  
Mass media imagery and idealized type.  First, it was necessary to examine the 
imagery found in early 20th-century American mass media to understand the persistence 
of the idealized female type. Kitch traced the origins of contemporary portrayals of 
women that idealize traditional gender roles in mass media to the characteristics 
promoted by images published in periodicals during the early 20th century, the period 
known as “The Golden Age of Illustration.”  
Kitch sought to discover if trends in the larger culture are created by the 
presentation of an idealized type in media, or if the media merely follow social trends. 
This research found that the question is most likely unanswerable. There is no conclusive 
evidence that trends are either created by or the followers of mass media illustration. For 
                                                          
698 Martin Haberman, “The Legacy of Teacher Education, 1980-2000,” December 1981. (This quote is 
taken from the abstract.) 
699 Steven Heller and Jim Heimann, All-American Ads of the 20s (Cologne, German: Taschen, 2004); 
See also Jennifer Scanlon, Inarticulate Longings: The Ladies’ Home Journal, Gender, and the 
Promises of Consumer Culture (Psychology Press, 1995); See also Richard Malin Ohmann, Selling 
Culture: Magazines, Markets, and Class at the Turn of the Century (Verso, 1996). 
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private music teacher identity, the research showed that mass media commercial imagery 
was largely contemporaneous with larger social trends. The presence of “The Gibson 
Girl” in “The Etude” Educational Cartoon series, was, for example, was found to be a 
reflection of the image that was introduced to the mass media market in the decade before 
the 1910 cartoon series, and continued in popularity until the start of “The Roaring 20s.” 
The growing independence of young women in the early 20th Century was reflected in 
the discourse of The Etude.700  
In a separate study, Kitch found that magazines are an especially useful primary 
source for examining the participation of media publications in the creation of individual 
identity as well as a collective national memory. Furthermore, Kitch observed that certain 
niche magazines, specifically marketed to a small, specialized audience, were often 
retained in the home and displayed as a statement of status and could “have profound 
social meaning to readers who identify with its contents, who treasure and save it as an 
object.”701 This research supports Kitch’s contention that readers connect and identify 
with a magazine on a much more personal level than simply as a source of entertainment 
or information. Magazines were not kept and prized for their potential monetary worth; 
they were prized for the power to inspire personal change or as evidence that the readers 
subscribed to the same values as those depicted in the pages. This research determined 
that The Etude frequently encouraged its readers to treasure past issues as potential 
                                                          
700 Louis Lombard, “Music as a Bread Winner for Girls,” Etude IX, no. 7 (July 1891); Dr. Annie 
Patterson, “Music as a Vocation for Women,” Etude, Woman’s Work in Music, XIX, no. 5 (May 
1901); Frances E. Clarke, “Music as a Vocation for Women,” Etude, Woman’s Work in Music, 
XXXVII, no. 11 (November 1918): 696. 
701 Kitch, The Girl on the Magazine Cover: The Origins of Visual Stereotypes in American Mass 
Media, p. 9. 
  287 
sources of research702 and for the foundation of personal music libraries.703 Readers were 
encouraged to use images published in The Etude as artistic adornments to their music 
studios.704 
This research did not support Kitch’s description of the connection between the 
magazine editors and readers as “an ongoing conversation.”705 A conversation requires an 
exchange of ideas or a discussion that is reciprocated. In the relationship between the 
editors of The Etude and its readers, information and ideas flowed in one direction only. 
Instead, this research found that The Etude was but one part of a trifecta of Presser 
enterprises. Although Presser encouraged reader responses regarding the selection of 
repertory, suggestions for future articles, and contests for cover art illustrations, the 
ultimate failure of The Etude was, according to Rivers, its inability to acknowledge and 
adapt to the changes in their readership.  
Like Kitch, Banta focused on images of the idealized female type in mass media. 
This dissertation was likewise based upon a similar rationale that the idealized type of 
music teacher as presented in the imagery published in The Etude may have been at odds 
with American values, including personal and professional autonomy. Banta asked “How 
can a woman define herself, if the culture has, through images in the mass media, created 
an ‘ideal’ type that is virtually impossible to meet?”706 This research posed similar 
questions regarding the impact of images and reflected deficiencies.   
                                                          
702 C.W. Fullwood, “How I Read the Etude,” Etude XIII, no. 10 (October 1895): 226. 
703 J. Edwin Holder, “What Shall I Play?,” Etude XII, no. 4 (April 1895): 79. 
704 Rebekah Crawford and Bernard Boekelman, “How to Make Music Studios Attractive,” Etude XVI, 
no. 7 (July 1898): 117. 
705 Ibid., p. 92. 
706 Banta, Imaging American Women, pp. 13-14. 
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The findings from this research were not supportive of Banta’s question. The 
idealized type of music teacher did not appear in The Etude Educational Cartoon series. 
As previously discussed, Prittie’s music teachers persevere through genuine and realistic 
hardships. It was not until later in the 20th Century that images of private music teachers 
began to reflect Banta’s idealized type. 
Williamson noted that advertising’s “deceptive mythology”707 interferes with, and 
in some cases fully replaces, the realistic creation of a genuine self-identity because 
“people are made to identify themselves with what they consume.”708 The Etude was 
essentially an aggrandized advertisement for Theodore Presser’s music publishing 
empire. Therefore, the rationale for Williamson’s study into the type presented in 
advertisements is aligned with this study’s inclusions of illustrations published in The 
Etude.  
In addition, another significant finding was that private music instruction remains 
largely unchanged from the methods offered to readers of The Etude over one hundred 
years ago.  How we interact with our students, with the parents of our students, and with 
the larger community were found to be almost identical. The selection of repertory and 
the physical construct of the private music studio have likewise remained largely similar. 
Mass media imagery and the Other. Lutz and Collins approached social and 
identity research via a mass media publication. Their study of the images found in the 
National Geographic contained a number of parallels to this research. Lutz and Collins’s 
                                                          
707 Ibid., p. 17. 
708 Ibid., p. 13. 
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study utilized similar theoretical concepts, examined repeated themes presented over an 
extended period of time, and sought to examine issues related to power and the 
significance of signs in relation to meaning-making. Both the National Geographic and 
The Etude targeted a specific, “high middlebrow” audience, both were published with the 
idea that readers return to older issues with frequency not associated with other 
mainstream magazines, and both “straddle the significant boundary between art and 
profit.”709  
Lutz and Collins based the rationale for their research on the belief that mass 
media imagery can create and sustain the reader’s image of the other. The other is the 
sociological term used to describe the tension that results when a dominant group asserts 
power over a subordinate group.710  
Other findings, also specific to music education, were established. As previously 
discussed, autoethnography encourages the researcher to allow the research questions to 
emerge from the data, rather than search out answers to previously established questions. 
Therefore, the original research questions in this study changed fundamentally as 
autoethnography materialized as the research methodology. The research questions 
regarding an idealized type of music teacher as constructed from commercial imagery 
began to take on a secondary importance. In their place, research questions of private 
music teacher identity and inherited legacy in music education emerged.  
                                                          
709 Lutz and Collins, Reading National Geographic, pp. 7-8. 
710 “The idea of ‘otherness’ is central to sociological analyses of how majority and minority identities 
are constructed. This is because the representation of different groups within any given society is 
controlled by groups that have greater political power.” Zuleyka Zevallos, “Sociology of Gender,” 
The Other Sociologist (blog), 2011, https://othersociologist.com/sociology-of-gender/. 
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The degree to which my current professional identity as a music teacher is based 
upon the tremendous influence of my grandmother, and therefore from The Etude. Many 
of my current musical preferences and practices, especially a predisposition to favor 
Western ‘art’ music over other genres, is based not upon artistic value, but rather upon 
the accompanying social and cultural stereotypes.711 Those prejudices can be traced 
directly to the discourse in The Etude and therefore linked to my grandmother. I am 
aware that I cling to her demands of decorum and standards of seemliness that might be 
passé upon closer examination. Should I continue to demand my students perform in 
formal attire for their music recitals? Is there any valid justification for my insistence that 
my students—regardless of their musical interests—memorize an arbitrary number of 
pieces by classical composers?  Further, my “dirty little musical secret,” the well-hidden, 
clandestine preference for non-Classical music, especially jazz and Tin Pan Alley712 is, 
like Frankie’s secret stash of show tunes, hidden in an unlabeled box and tucked into the 
deep recesses of a forgotten closet, is another inherited legacy that can be traced to the 
discourse in The Etude. 
Thus, this research met the Leppertian challenge to “find out how we got this 
way,” even if does not always produce an immediate method of “escape.”713 It 
                                                          
711 Vivian Zamel and Ruth Spack, Enriching ESOL Pedagogy: Readings and Activities for 
Engagement, Reflection, and Inquiry (Psychology Press, 2002). 
712 “Tin Pan Alley” is a genre that includes American popular music from early Vaudeville to 
contemporary Musical Theater. The exact address is West 28th Street between 5th and 6th Avenues in 
New York City. In the early 20th Century, the block was populated with the offices of numerous music 
publishers. See David Jansen, Tin Pan Alley (New York: Donald I. Fine, Inc., 1988); Keir Keightley, 
“Taking Popular Music (and Tin Pan Alley and Jazz) Seriously,” Journal of Popular Music Studies 
22, no. 1 (March 1, 2010): 90–97, doi:10.1111/j.1533-1598.2010.01223.x. 
713 Leppert, The Sight of Sound: Music, Representation, and the History of the Body, p. 230. 
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simultaneously fortified Bardassarre’s contention that “[V]isual objects are windows 
enlightening human experience and imaginary and they provide snapshots of social and 
political power structures and conditions--and they necessarily need a medium to be 
transported into the imaginary of history and reality”714 by examining the identity of 
private music teachers within the larger realm of their culture and environment. 
One critical finding of this research that might appear to be more relevant to 
iconography is in fact specific to music education. Iconographers presently wrestle with 
two oppositional schools of thought. The first, W.J.T. Mitchell’s “Pictorial Turn,” 
acknowledges that contemporary society has largely surrendered the verbal to the visual 
as the standard bearer of Western culture.715 It is Mitchell’s contention that images have 
attained a position of stratospheric importance as the primary emissary of 21st Century 
society, ostensibly replacing the book with the picture. Therefore, Mitchell asserts that 
most conventional academic research boundaries that seek to examine the impact and 
effect of visual discourse require expansion and redefinition in order to fully understand 
the surging importance of images. Further, Mitchell contends that the importance of mass 
media images, non-artistic in their intention, have now risen to the level of art largely 
because of their ubiquitous presence.716 
                                                          
714 Antonio Baldassarre, “The Politics of Images:  Consideration on French Nineteenth-Century 
Orientalist Art (ca. 1800-ca.18880) as a Paradigm of Narration and Translation,” in Narrated 
Communities--Narrated Realities:  Narration as Cognitive Processing and Cultural Practice, ed. 
Hermann Blume, Christoph Leitgeb, and Michael Rössner (Leiden: Brill Rodopi, 2015), p. 214. 
715 W.J.T. Mitchell, The Pictorial Turn, ed. Neal Curtis (New York: Routledge, 2010). 
716 “Mitchell explicitly breaks down the rigid boundaries between art works and non-artistic pictures 
of mass consumption as applied, for instance, in his ingenious study Cloning Terror:  The War of 
Images, 9/11 to the Present.” Baldassarre, “Matrixing Music Iconography Research:  Considering the 
Current, Heading for New Horizons,” p. 2. 
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Panofsky took Mitchell’s observations even further. In “The Ideological 
Antecedents of the Rolls-Royce Radiator,”717 Panofsky reasons that corporate logos, 
drafted with an editorial agenda and presented to the public in a selective milieu, 
transcend capitalism and eventually become art. The presence of this phenomenon in 
music education was confirmed by this research. It traced the transcendence of The 
Etude’s tagline, “Music Study Exalts Life,” from an unadorned axiom to an elevated 
object d’art.   
A further connection between this research and contemporary music education 
can be readily established. Contemporary music teachers are bombarded with an 
abundance of advertising from instrument manufacturers, textbook publishers, and 
universities and conservatories. If the mere presence of the word “Steinway,” for 
example, prominently displayed on the side of a piano, invokes an association with 
excellence and prestige, then the logo itself is no longer a simple brand name 
advertisement but rather a cultural signifier. Similar corporate logos are found on 
educational materials, printed music, instruments, and even instrument cases. The 
distinction between commerce and culture and the associations made with particular 
branding, alters the interactions between teacher and student, affects the choice of 
repertory, and drives changes in curriculum.  
  
                                                          
717 Erwin Panofsky, Three Essays on Style, ed. Jeffrey Chipps Smith (Cambridge; London: The MIT 
Press, 1997). 
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Music Iconography 
 “[F]or the most part, in viewing Victorian images, we are still look at 
ourselves...Victorian musical imagery, in its conflicted manifestations, offers one means 
of understanding how we got this way and thus perhaps one way by which we might 
begin to figure out how to escape.”718 
 
 
“[P]ictures continue to be at times inattentively treated as effigies of history and 
reality…[P]ictures not only represent reality and history but  
shape our image of reality and history.”719 
This dissertation sought to contribute in equal measure to both music education 
and music iconography. The findings related to music education were the subject of the 
previous section. The findings produced from this research that contribute directly to 
current iconography problems and theories will be examined here. 
This research successfully supports Mitchell’s “Pictorial Turn” theory by 
investigating some of the earliest examples of commercial images specifically related to 
private music teachers that demonstrate the ability of the picture to function on an equal 
basis with, and in some cases, supersede the written word. By revealing the intertextual 
mechanisms in the images and linking them to multiple articles and editorials in The 
Etude as well as to broad historical movements, this research furthers Mitchell’s theory of 
the “Pictorial Turn” as a “postlinguistic, postsemiotic rediscovery of the picture as a 
complex interplay between visuality, apparatus, institutions, discourse, bodies, and 
figurality.”720  
                                                          
718 Richard Leppert, The Sight of Sound: Music, Representation, and the History of the Body 
(Berkeley, CA: University of California Press, 1993), p. 230. 
719 Baldassarre, “Matrixing Music Iconography Research:  Considering the Current, Heading for New 
Horizons.” 
720 Mitchell, The Pictorial Turn. 
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Mitchell’s “Pictorial Turn” is not without its critics. The “Iconic Turn,” 
championed by Gottfried Boehm in response to Mitchell, found the “Pictorial Turn” to be 
too broad and inexact and overly focused on the interaction of the image and the 
individual.721 Boehm’s “Iconic Turn” sought to reestablish the Panofskian theory that the 
image itself, traditionally defined and corralled within conventional visual parameters, 
contains the archetypes necessary for a thorough iconographical inspection and 
subsequent iconological analysis. For Boehm, the porosity of the image is enough.722 
This dissertation dissuaded the “Iconic Turn” theory based upon two specific 
research parameters. First, the study examined commercial illustration, differentiated by 
Boehm’s “Iconic Turn,” that yields instead to heilige kunst exclusively. Second, the 
research specifically established the intertextual consanguinities indispensable to 
commercial illustration. The resulting dissertation presented parallel examinations of 
images and their correlating written discourse. Such dualities do not conform to the 
“Iconic Turn.”723  
Therefore, this research supports Mitchell’s “Pictorial Turn.” It found that the 
                                                          
721 Gottfried Boehm, Was Ist Ein Bild? (“What Is A Picture?”) (W. Fink, 2006); Keith Moxey, 
“Visual Studies and the Iconic Turn,” Journal of Visual Culture 7, no. 2 (2008): 131–46; Sol Cohen, 
“An Innocent Eye: The ‘Pictorial Turn,’ Film Studies, and History,” History of Education Quarterly 
43, no. 2 (ed 2003): 250–61, doi:10.1111/j.1748-5959.2003.tb00122.x. 
722 Dominik Bartmanski, “The Word/Image Dualism Revisited: Towards an Iconic Conception of 
Visual Culture,” Journal of Sociology 50, no. 2 (2012): 164–81.  
723 The ongoing debate might have its roots in language specificities and imprecise translations. The 
German language does not contain linguistic distinctions for the English nouns “picture,” 
“illustration,” and “image.” The German noun “Bild” is the accurate translation for each. Both 
Panofsky and Winternitz, native German speakers who did not immigrate to the United States until 
their mid-40s respectively, might have struggled with such idiosyncratic translations. In contrast, the 
American scholar W.J.T. Mitchell is able to explore the connotations of “picture,” “illustration,” and 
“image” and other similar nouns with a specificity that might not be possible in German. Even the 
standard translation of Boehm’s Was ist ein Bild? (usually translated as What Is A Picture?) might 
warrant reexamined. 
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content of the commercial illustrations in The Etude carried implications far beyond the 
image itself. The research demonstrated that the images were only one component in The 
Etude’s clearly defined editorial agenda, one that reached far beyond music education. 
Moreover, the application of the “Pictorial Turn” theory facilitated responses to 
Bartmanski’s questions, “How exactly does the visual inform what we know and shape 
what we believe? How contingent is its elusive power on other aspects of social life?”724   
To unite Mitchell and Boehm’s generalized iconographical research and apply it to the 
smaller field of music iconography, Baldassarre established “a kind of middle course that, 
on the one hand, classifies the image as defined by Boehm as a meaningful act and 
which, on the other, takes into account the position of the social and political power of 
the visual as introduced by William J. Thomas Mitchell into the discourse on new 
approaches in visual culture.”725 This research successfully established Baldassarre’s 
“middle ground” by the elimination of the distinction between “fine art” and “commercial 
illustration.” Furthermore, the use of autoethnography in this study further solidified the 
“middle ground” by personalizing the involvement with and the reception of each image. 
In addition to those contributions to iconography in general, this research also 
presented strong findings in the more specific field of music iconography. First delivered 
as a conference paper to the Association Répertoire International d’Iconographie 
Musicale (RIdIM) at The Ohio State University in 2015, “Evil At A Glance” introduced 
                                                          
724 Ibid. 
725 Antonio Baldassarre, “The Politics of Images:  Consideration on French Nineteenth-Century 
Orientalist Art (ca. 1800-ca.18880) as a Paradigm of Narration and Translation,” in Narrated 
Communities--Narrated Realities:  Narration as Cognitive Processing and Cultural Practice, ed. 
Hermann Blume, Christoph Leitgeb, and Michael Rössner (Leiden: Brill Rodopi, 2015), p. 187. 
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20th Century American commercial art as published in The Etude Music Magazine to the 
international body of music iconographers. The Etude in particular, with its strong 
emphasis on the publication of luxurious original images, promises to continue to 
“provide a mirror of expectations, interests and ideologies of a society.”726 To wit, 
subsequent papers established that The Etude used music iconography as a tool of 
political propaganda during times of war,727 and again as instruments of international 
diplomacy in peacetime.728  
As a result of this research, international conference presentations, and subsequent 
published scholarship, 20th Century American commercial illustration has been 
enthusiastically welcomed into the field of music iconography.729 The line between art 
and illustration, examined in the dissertation, has begun to fade. This means that the 
future for music iconographers is vast. The Etude was but one source of expansive 
illustration with music subject matter. An entire body of sheet music covers, some 
                                                          
726 Antonio Baldassarre, “The Iconographic Schubert: The Reception of Schubert in the Mirror of His 
Time,” RIdIM/RCMI Newsletter 22, no. 2 (1997): p. 39. 
727 William Keith Heimann, “This Is War!:  Musical Images Used as Propaganda in The Etude Music 
Magazine,” Music in Art: International Journal for Music Iconography XLI, no. 102 (Spring-Fall 
2016): 141–61. 
728 William Keith Heimann, “Salon Spielerei:  The American Salon in The Etude Music Magazine” 
(The Musical Salon in Visual Culture 16th Conference of Association RIdIM, St. Petersburg, Russia: 
Association Répertoire International d’Iconographie Musicale (RIdIM), 2016). 
729 William Keith Heimann, “Artertainment, Puzzles, and a Whodunit:  Culture and Commerce in The 
Mystery of ‘The Master Puzzler,’” in The Art of Artertainment:  Nobrow, American Style, ed. Peter 
Swirski and Tero Eljas Vanhanen (Verson Press, 2018), 111–34; William Keith Heimann, “The Road 
to Success:  ‘The Long Glorious Grind,’” Music in Art: International Journal for Music Iconography 
XLIII, no. 1–2 (2018): 11–23; William Keith Heimann, “This Is War!:  Musical Images Used as 
Propaganda in The Etude Music Magazine,” Music in Art: International Journal for Music 
Iconography XLI, no. 102 (Spring-Fall 2016): 141–61; William Keith Heimann, “Salon Spielerei:  
The American Salon in The Etude Music Magazine” (The Musical Salon in Visual Culture  16th 
Conference of Association RIdIM, St. Petersburg, Russia: Association Répertoire International 
d’Iconographie Musicale (RIdIM), 2016). 
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equally rich in detail, await analysis and study. 
Next, this research met the challenge proposed by Emanuel Winternitz to merge 
iconography and iconology. This research proved that a hybrid tool that combines the 
theoretical with the methodological is attainable and highly useful. Vast quantities of 
scholarship in music iconography have used this tool in the past, but specific links to the 
theoretical challenges of Winternitz are infrequent. Here, future music iconographers and 
music iconologists can find a mutually effective and complementary instrument that will 
expand the research into new areas.    
An unresolved, larger question currently troubling iconographers in multiple 
disciplines is “What is a picture”? The eagerness of the music iconography community to 
welcome 20th Century American commercial illustration as a valid and needed 
contribution to their field, as previously discussed, might, unfortunately, complicate that 
particular issue further. If the illustrations of Edwin John Prittie can be analyzed and 
studied with the same academic integrity previously granted to the works of European 
masters and the relics from Ancient civilizations, then the question “What is a 
picture?”730 might require reconsideration and reframing. After all, Eisner continues to 
forward the idea that, as Americans, we tend “to treat the visual worlds as data to be 
labeled rather than as qualities to be explored.”731 
                                                          
730 “Based on current knowledge, there is no general consensus on the question ‘What is a picture’ 
from a scholarly point of view.”  Baldassarre, “Matrixing Music Iconography Research:  Considering 
the Current, Heading for New Horizons,” p. 2. 
731 “We treat qualities most often as a means rather than as ends; that is, we use qualities to do 
something else, to get to some other place, to predict what will happen,” p. 67. Elliot W. Eisner, The 
Enlightened Eye: Qualitative Inquiry and the Enhancement of Educational Practice (New York, N.Y: 
Pearson College Div, 1991). 
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Finally, this dissertation supports the assertion that music iconography is “not 
searching for something but rather asking about something.”732 As previously discussed, 
when autoethnography emerged in the methodology, the supremacy of the original 
research questions was reexamined. The research questions acknowledged that, given the 
unique properties of autoethnography, the illustrations themselves were allowed to 
produce new research questions that steered the direction of the study, which in turn, 
produced new research questions.733  
Therefore, this research met both Baldassarre’s and Mitchell’s paradigm: It 
searched for answers to research questions, questions that were ultimately defined by the 
very same images that were undergoing analysis. In the process, the larger intention of 
the research changed as well.  No longer was the research a search for answers to 
questions about engineered ideals or the power brokers who created the images, but 
rather the research was propelled by questions interrogating music teacher identity and 
music education as a legacy.734 
  
                                                          
732 Baldassarre, “Reflections on Methods and Methodology in Music Iconography,” p. 38. 
733 W. J. T. Mitchell, What Do Pictures Want?: The Lives and Loves of Images (Chicago: University 
Of Chicago Press, 2006). 
734 In addition, this research met Baldassarre’s additional challenge specific to methodology:  “I expect 
that scholars have to consciously render account of the potentials and pitfalls of any methodological 
approach” (p. 13), (emphasis in original), Antonio Baldassarre, “A Discipline Without a Compass?  
Observations on the Current Situation of Music Iconography Research” (New York, 2015). 
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Limitations 
 “A blemish in method causes a limitation in style...”735 
Limitations in academic research of a historic nature are commonplace. The 
archives of the Theodore Presser Publishing Company, cited frequently in Rivers’s 1975 
dissertation, were a likely starting point for this research. The Etude’s archives were 
housed on the ground floor of a Brooklyn warehouse that directly faced the East River. 
Tragically, all the correspondence, invoices, and memos that might have resolved many 
mysteries in this research were swept out to sea when the savage floods of Superstorm 
Sandy destroyed most of the area. Rivers, granted direct access to those archival 
documents, therefore provides an indirect link to facts and figures that would otherwise 
have been lost. 
Even Rivers’s research, with his access to corporate correspondence, might have 
been limited. Mott reminded future researchers that precious few laws existed before the 
1930s that required publishing houses to maintain strictly auditable financial records. As 
a result, facts and figures regarding circulation, revenue, and other such salient facts are 
subject to doubt. 
Another significant limitation emerged as the result of a different practice, 
common among mass media publications in the early 20th Century. Authors were 
frequently denied bylines, leaving the reader to assume that the writer was a member of 
the editorial staff. Artists, however, were routinely denied credit for their submissions. 
Author bylines and fewer still gave credit to illustrators, either in-house or freelance, 
                                                          
735 John C. Griggs, “Legato,” Etude XV, no. 12 (December 1897): 333. 
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creating another research limitation. Therefore, “Anonymous” remains the most 
frequently cited contributor to illustrations published in The Etude and most other mass 
media publications. Biographical information, comparisons with other submissions by the 
same artist, and other such pertinent information that might have illuminated aspects of 
this research are regrettably unavailable. 
These limitations were assuaged in part by Baldassare’s determination that visual 
discourse is as fruitful and substantial as its written counterparts in terms of academic 
research. In his study on the iconography of Franz Schubert, published in 1997 to 
coincide with the 200th anniversary of the composer’s birth, Baldassare confirms: 
            Visual documents give expression to various attitudes of reception similar 
to written sources. These depictions provide a mirror of expectations, interests 
and ideologies of a society.  We can read and interpret them therefore as evidence, 
like written sources, and apply them as sources for research about the history of 
reception and performance, about the composer’s position within society … and 
the history of his work.  Furthermore, visual documents can elucidate ideas of 
music [in Schubert’s time].736 
A different kind of limitation, unexpected and unresolved, materialized as the 
writing process began. In a traditional dissertation, an examination of the research 
limitations, such as sample size, measurement tools, access to secondary documents, etc., 
is a crucial factor for a study’s successful defense. These limitations, however, are not a 
part of autoethnography. Indeed autoethnography was founded in part due to a general 
distrust of those and other standard markers of research limitations.737  
                                                          
736 Antonio Baldassarre, “The Iconographic Schubert: The Reception of Schubert in the Mirror of His 
Time,” RIdIM/RCMI Newsletter 22, no. 2 (1997): p. 39. 
737 Carolyn Ellis and Arthur P. Bochner, “Autoethnography, Personal Narrative, Reflexivity: 
Researcher as Subject,” in The Handbook of Qualitative Research, ed. Norman Denzin and Yvonna 
Lincoln, 2nd ed. (Thousand Oaks, CA, 2002), 733–68. 
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That is not to imply that autoethnography carries no limitations whatsoever. On 
the contrary, by means of its mere existence, autoethnography remains highly suspect by 
a significant percentage of the research community. The many limitations of 
autoethnography were thoroughly addressed in, where three most common criteria for 
research limitations, validity, reliability, and generalizability, were given specific 
attention. That chapter examined those and other criticisms of autoethnography, and 
presented a defense of each. 
 Dr. Carolyn Ellis and Dr. Arthur P. Bochner caution that a graduate student who 
engages in autoethnography might discover that autoethnography itself will require 
explanations and defenses that take the student far from the focus of the research.738 Their 
observations imply that embarking on autoethnography is probably best reserved for 
those who have successfully completed their doctoral studies.739  
My education in quantifiable or qualifiable research was chiseled out of rigorous 
classwork at Boston University. Autoethnography, in contrast, is an infrequent subject in 
traditional institutions. Indeed, Dr. Carolyn Ellis has stated that she hopes 
autoethnography will remain “untamed.” My neophytic approach, possibly considered a 
major limitation in retrospect, provided a potential research liability.740   
                                                          
738 “[A]n important consideration is how to educate individuals about what mixed methods now 
constitutes,” p. 61. Creswell and Clark, Designing and Conducting Mixed Methods Research. 
739 Carolyn Ellis and Arthur P. Bochner, “We Can Tell You Stories: Politics, Pleasure, and Pain in 
Qualitative Inquiry.” (Fourth Israel Interdisciplinary Conference for Qualitative Research, Ben-Gurion 
University of the Negev, Israel: Israeli Center for Qualitative Research of People and Societies, 2010). 
“So much of the definition (of autoethnography) is political. I understand that for graduate students 
and junior faculty sometimes what things get called really matters as to whether they get tenure, get a 
job, etc.” YouTube video, 13:40. https://www.youtube.com/watch?v=FKZ-wuJ_vnQ&t=886s.  
740 “Finally, those undertaking this approach to research should have a solid grounding in mixed 
methods research, including knowledge of procedures for integrating or combining quantitative and 
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A graduate student who pursues autoethnography might find that most of the 
work is solitary. Cohorts who embark on more traditional dissertation journeys are likely 
to conduct multiple interviews, and explore new and diverse learning and performance 
environments. It is less likely that those scholars will experience the isolation, 
introspection, and invisibility that are the fundamental and somewhat uncomfortable 
components of autoethnography. 
An additional liability stems from the fact that, for all its promise, even the most 
encouraging findings are seldom put into practice if they have emerged from 
untraditional dissertations. Linsin found “A combination of the ethnographically flavored 
qualitative analyses and descriptive, as well as inferential statistical techniques is rare in 
music education and holds potential to advance the fields of education and music 
education.”741 It is possible that some researchers and teachers might be hesitant to 
consider the findings from this dissertation because of its complex research tool and the 
unfamiliarity with autoethnography.  
To compound the previous limitations, Winternitz’s proposed comprehensive 
research tool that combined iconography with iconology laid in wait for its first formal, 
academic application. In short, this dissertation uses a new theoretical and 
methodological tool and delivers its findings using a methodology that remains somewhat 
unorthodox.    
The guidance of Dr. Antonio Baldassarre, in particular his admonition to maintain 
                                                          
qualitative data,” p. 59. Creswell and Clark, Designing and Conducting Mixed Methods Research. 
741 Linsin, “Music Learning Networks: Supporting the Music Learning of Adolescents,” p. 193. 
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a vigilant sense of balance between the methodology and the theory, was key to the 
dissertation’s ultimate success. “Music iconography cannot function without involving 
both the exchange of ideas, thoughts, and knowledge of all possible disciplines engaged 
in the music iconographic discourse.”742  
  
                                                          
742 Antonio Baldassarre, “Quo Vadis Music Iconography? The Répertoire International 
d’Iconographie Musicale As A Case Study,” Fontes Artis Musicae 54, no. 4 (2007): p. 450. 
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Future Research 
“Outlook Into the Musical Future”743 
The impacts of this dissertation for future researchers in music education are 
varied. This research has demonstrated that autoethnography is uniquely fitted to 
educators, including those outside of music. That discussion will be expanded in the 
subsequent Implications section to follow. However, autoethnography, both specific to 
music education and as a general research tool, remains undertheorized. It will require 
substantive and expansive research for it to gain acceptance in the community of research 
in general and music education in particular. Those who engage in an autoethnographic 
study will benefit from the ability to share first-hand experiences with colleagues and 
supervisors. 
In addition, future researchers in music education need to increase the oversight 
of commercial images focused on private music teacher identity. The ubiquitous presence 
of commercial imagery continues to grow at a staggering rate. When Edwin John Prittie 
knocked on the doors of the Theodore Presser Corporation in 1910, The Etude was only 
one of the approximately 3,000 newspapers and magazines published that year in the 
United States.744 That same year, Frankie glanced across roughly 5,000 commercial 
images, scattered throughout those publications and in other forms of mass media.745 One 
hundred years later, her great granddaughters, Marie and Grace, are bombarded by 5,000 
                                                          
743 Emil Liebling, “Outlook Into the Musical Future,” Etude XIX, no. 2 (February 1901): 61. 
 
744 Frank Luther Mott, A History of American Magazines, 5 vols. (Harvard University Press, 1938); 
Steven Heller, All-American Ads of 1900-1919, ed. Jim Heimann (Cologne, German: Taschen, 2005). 
745 Mott, A History of American Magazines; Heller, All-American Ads of 1900-1919. 
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commercial images per day—by the most conservative estimates.746 Other estimates that 
include product branding and product placement almost double that number.747  
Today, the deluge of commercial illustrations are found in music education trade 
journals, music education programs, students’ music textbooks,748cover art for sheet 
music, and music education websites. If the identity of the individual private music 
teacher can be manipulated by the content of commercial imagery, can that same 
influence extend to the selection of repertoire, curriculum decisions, or even to larger 
pedagogical philosophies? Future researchers might explore, for example, advertisements 
of drum sets that feature female players, or conversely, university harp programs that 
picture male students in their recruitment advertisements. Finally, the number of private 
music teachers who are also actively performing musicians suggests that future research 
might investigate issues of identity specific to their needs.   
  
                                                          
746 Joshua Saxon, “Why Your Customers’ Attention Is the Scarcest Resource in 2017,” American 
Marketing Association;  IE School of Human Sciences & Technology, 2017, 
https://www.ama.org/partners/content/Pages/why-customers-attention-scarcest-resources-2017.aspx. 
747 Oksana Tunikova, “How Many Ads Do You Actually See Daily? | StopAd,” StopAd Blog: 
Practical Content and Insights, Not Just about Ads (blog), April 6, 2018, https://stopad.io/blog/ads-
seen-daily. 
748 The Etude’s rather infamous “The Jazz Problem” cover (August 1924) was used as the cover for 
Keeping Time:  Readings in Jazz History, edited by Robert Walser. This strong, recent visual 
reminder of The Etude’s continuing influence suggests a need for critical analysis of the visual 
components in all teaching materials. (Plate 35). 
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Implications 
 
“Upon the teacher of to-day rests the responsibility for the  
popularity of the musician of the future.”749  
 
“[T]he synergies between music and autoethnography are promising,  
ready to be fully realized.”750 
 
Music Education 
The implications of this research speak to issues of current classroom music 
education, music education research, music iconography, and the use of autoethnography. 
Yet, one must tread these waters lightly. In the absence of empirical data, it would be 
irresponsible to make sweeping pronouncements. Fortunately, autoethnography makes no 
such demands of its practitioners. Therefore, the implications discussed here are intended 
only as “provisional recommendations.”751  
This research revealed a serious absence of scholarly exploration specifically 
focused on private music teachers and their professional identity. The majority of existing 
research examines the identity of music teachers as members of a larger academic 
faculty, functioning in private and public schools. The private music teacher, in contrast, 
remains unspecified and under theorized.  
                                                          
749 William Smith Goldenburg, “The Teacher of To-Day,” Etude XVIII, no. 3 (March 1900). 
750 Brydie-Leigh Bartleet and Carolyn Ellis, eds., Music Autoethnographies: Making Autoethnography 
Sing/Making Music Personal, General edition (Bowen Hills, Qld.: Australian Academic Press, 2009), 
p. 34. 
751 “I believe that is fair to argue that research that does not support causal inferences—this study does 
not—should make no recommendations related to practice or policy. The potential risks of doing so 
are even greater for studies—such as this one—that do not support statistical inference to populations 
not directly under study. I have decided to offer provisional recommendations here for the reason that, 
even in the absence of overwhelming evidence, we at times need to make decisions based on the 
information we have available,” pp. 196-197. See also Linsin, “Music Learning Networks: Supporting 
the Music Learning of Adolescents.” 
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To address this vacuum, future research is needed into all aspects of the private 
music teacher, including the specific components that constitute the identity. Since The 
Etude was founded for that particular readership, it can serve as a valuable source of 
primary materials, facilitated now by complete, fully digitalized access through 
HathiTrust. 
For those music teachers who function in multiple environments, music 
iconography holds great potential for both classroom music education courses and private 
instruction. As students become increasingly absorbed by commercial imagery through 
music videos, YouTube, and social media, educators might consider the potential power 
of melding music and image.  
As a result of this research, a newly created syllabus and formal proposal for a 
new course was submitted and approved at Brookdale Community College in Lincroft, 
New Jersey. It combines art history with music history, seeking to present a synthesized 
experience to the student. The goal of the course is to increase the potential of connecting 
the material to students who might otherwise be intimidated or uninterested in either 
discipline if presented as disassociated curricula. Second to the examination of the 
musical and visual zeitgeist, the course aims for a multidisciplinary approach that will 
include a discussion of prevailing ideas of the time, including politics and literature. 
The private music teacher, armed with a critical understanding of the potential 
impact of music iconography on decisions ranging from the choice of repertory to the 
definition and creation of identity, can make knowledgeable and innovative decisions. As 
a result, the student receives an amalgamated education a teacher with an authentic and 
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individualized identity. 
In addition to expanded syllabuses for use in classroom environments, the 
research also demonstrated that autoethnography offers unique, if somewhat treacherous 
opportunities for music educators. 752 In the United States, the Teacher Advancement 
Program (or, TAP), along with the debris of the “No Child Left Behind” legislation, place 
enormous emphasis on K-12 public school teachers to constantly monitor the results of 
their students and to perform frequent self-evaluations. Autoethnography provides 
analytical tools that facilitate the exact type of examination and critique frequently 
demanded by local and state administrators. In addition, teachers who implement 
autoethnography as a primary tool for self-evaluation are more likely to produce effective 
results that can be transferred to their classroom as opposed to those teachers who are left 
to improvise their assessments without guidance or formula.753 
The research proved that a carefully constructed, theoretically sound study that is 
balanced with introspection and self-evaluation can yield results that might be otherwise 
unattainable. A music educator who works with autoethnography, “reflecting on 
themselves as learners and critiquing the values and relationships they embody in the 
classroom with their students and subject matter”754 might produce a more authentic, 
                                                          
752 “[T]he synergies between music and autoethnography are promising, ready to be fully realised.” 
Bartleet and Ellis, Music Autoethnographies, p.7. 
753 Lisa J. Starr, “The Use of Autoethnography in Educational Research: Locating Who We Are in 
What We Do,” CJNSE/RCJCÉ 3, no. 1 (July 6, 2010), 
https://journalhosting.ucalgary.ca/index.php/cjnse/article/view/30477; Meiners, “Disengaging from 
the Legacy of Lady Bountiful in Teacher Education Classrooms”; Hayler, Autoethnography, Self-
Narrative and Teacher Education | Mike Hayler | Springer; Brian Andrew Benoit, “Understand the 
Teacher Self:  Learning Through Critical AutoEthnography” (McGill University, 2015), 
http://digitool.library.mcgill.ca/webclient/StreamGate?folder_id=0&dvs=1515535077562~956. 
754 Ibid. 
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fully realized person, musician and teacher.  
This implication extends beyond music education. Teachers in other disciplines 
might also benefit from an expanded use of autoethnography in their research. Mike 
Hayler found autoethnography to be a powerful tool for self-examination in the teacher 
training courses in England. Hayler determined that student teachers were able to better 
identify their strengths and weaknesses after an autoethnographic study of their own 
experiences as a student. As a result, Hayler concluded that his sample base of student 
teachers exhibited significant improvement in their classroom skills.755  
In the field of music education research, autoethnography has failed to gain the 
acceptance and popularity once anticipated. Almost twenty years ago, Dolloff wrote 
optimistically that a “growing body of research is providing models for research of 
teacher story, also called personal history or biography.”756 However, as previously 
discussed, debates continue as mainstream academics hesitates to fully embrace the use 
of autoethnography as an acceptable alternative to more traditional research tools.  
One final implication of this research would combine each of the aforementioned 
components into one, resulting in a new academic and musical innovation that holds 
enormous potential for positive change. This research established that the impact of 
visual components in music education has been woefully under examined, if not utterly 
overlooked. Simultaneously, the curious absence of a degree-granting academic program 
in music iconography grew increasingly apparent. The obvious solution would lie in the 
                                                          
755 Mike Hayler, Autoethnography, Self-Narrative and Teacher Education | Mike Hayler | Springer 
(Rotterdam: Sense, 2011), //www.springer.com/us/book/9789460916724. 
756 Lori Anne Dolloff, “Imagining Ourselves as Teachers:  The Development of Teacher Identity in 
Music Teacher Education,” Music Education Research 1, no. 2 (1999): p. 193. 
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creation of a new degree program in music iconography, in conjunction with an existing 
music education program, presented by a university with a highly regarded repuwould 
produce a new kind of music teacher, fully versed in musical and iconographic pedagogy  
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Conclusion 
 “Music Study Exalts Life”757 
Erwin Panofsky was rather proud of the fact that he was nearsighted in one eye 
and farsighted in the other.758 The symbolic value of that biological anomaly—the ability 
to operate simultaneously on two opposing levels, striking a balance between the micro- 
and macrocosm, reconciling the schism between art and commerce, and embracing the 
coexistence of the sacred and the secular in all aspects of human endeavor—leads to one 
remaining finding. It is a conclusion not specifically related to either music education or 
music iconography, yet fundamental to both:759 There is no separation between what we 
think and what we feel.  
This finding did not materialize until the conclusion of this research. Indeed, 
while amassing data, creating outlines, and considering various materials for inclusion or 
omission, certain passages seemed hopelessly contradictory. Panofsky’s assertion that 
“Iconology, then, is a method” was perhaps the most perplexing, even when placed in 
context of the entire passage.760 However, near the end of this “long, glorious grind,”761 
the revelation that all aspects of life—method and theory, the head and the heart, the 
                                                          
757 James Francis Cooke, “Music Study Exalts Life,” Etude XLVIII, no. 5 (May 1930): 374. 
758 William S. Heckscher, “Erwin Panofsky: A Curriculum Vitae,” Record of the Art Museum, 
Princeton University 28, no. 1 (1969): 5–21, https://doi.org/10.2307/3774408. 
759 Gerring, “Qualitative Methods:  Newsletter of the American Political Science Association.  
Organized Section on Qualitative Methods.” 
760 “Iconology, then, is a method of interpretation which arises from synthesis rather than analysis. So 
I conceive of iconology as an iconography turned interpretative and thus becoming an integral part of 
the study of art instead of being confined to the role of a preliminary statistical survey,” Panofsky, 
Meaning in the Visual Arts p. 32. 
761 “She knows that the path to artistic excellence is a long, glorious grind.” George Hahn, “Why She 
Succeeds,” Etude XXVII, no. 1 (January 1909): 52. 
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sacred and the profane—are ultimately connected was found in the neglected, half-
century old writings of a solitary music iconography researcher.  
Emanuel Winternitz made no claims whatsoever to academic adroitness or even 
displayed much intellectual curiosity regarding disciplines that were unrelated to his own. 
He spent his most productive years tucked away in a remote, dusty corner of the 
basement of the Metropolitan Museum of Art. But there, in that dank cellar, surrounded 
by an argosy of musical objects d’art, Emanuel Winternitz stumbled across a unifying 
solution: Thought and emotion are inseparable.762 
In an essay that examined the musical experiments of Leonardo da Vinci, 
Winternitz found the polymathic ideal that championed a “personal way of integrating 
and interweaving numerous, seemingly divergent interests and curiosities, interlacing his 
artistic creativity with his deep-seated passion for conceiving the universe as a 
homogeneous organism.”763 It is difficult to imagine a more precise description of this 
dissertation’s aspirations, structure, processes, goals, and ultimate findings.  
Is there a subsequent connection to be found between Winternitz and that young 
girl who walked every day to the mailbox at the end of a long dirt road? What did she 
hope to find there? And, whatever it was, do I also hope to find the same thing when my 
                                                          
762 The Etude touched on this concept twice. First in a 1916 article "Sanity and Insanity in Modern 
Musical Composition" by Sir Charles Villiers. The author quotes from “Man,” a poem by the Welsh 
poet, George Herbert.  “Man is all symmetric, Full of proportions, one limb to another, And all to all 
the world besides,” Sir Charles Villiers Stanford, “Sanity and Insanity in Modern Musical 
Composition,” Etude XXXIV, no. 5 (May 1916): 329–30; Earlier, in an article on Robert Schumann, 
Francis Lincoln, quote the composer:  “[T]o make skill balance with other powers . . . Often have I 
sought to unite the powers of opposing paths. For equal powers elevate and multiply each other.” 
“Schumann’s Fateful Accident,” Etude XXVIII, no. 6 (June 1910). 
763 Emanuel Winternitz, Leonardo Da Vinci As a Musician, First (New Haven: Yale Univ Pr, 1982), p. 
97. 
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next student rings the bell, and my dogs windmill on wooden floor in vain, just as hers 
did over a century ago? Could it be nothing more than “the long-delayed but always 
expected something that we live for?”764 Perhaps. But, I think Frankie and I both believe 
that by “Finding Real Joy in Music”765 we will also find our individual, unique “Right 
Place,”766 our identity. 
The Etude gave Frankie mountains of printed music, endless articles on 
pedagogical techniques, and persuasive cultural messaging. Beginning with the 
publication of “The Etude” Educational Cartoon series in 1910, original illustrations 
were incorporated that served to meld together the musical, societal, and cultural 
discourse. In toto, The Etude sparked Frankie’s intellectual curiosity, championed her 
musical skills, and created and sustained her deeply held emotional responses to cultural 
transformations. Reinforced by decades of consistent repetition, The Etude formed 
Frankie’s identity as a private music teacher, an identity that she then passed on to me.  
I finish this research profoundly humbled, recognizing that the potential influence 
of a music teacher on their student, especially in a private instruction environment, is far 
greater than previously imagined.767 Yes, we create skilled and literate musicians. But, 
                                                          
764 Tennessee Williams, The Glass Menagerie (New York: Dramatists Play Service, Inc., 1944). 
765 "But the real joy in music comes from a far more intimate connection than the mere casual 
listening to music.  The student must let the must pass into his intelligence and then recreate it in some 
way, whether at the keyboard or the piano with his voice or with a violin bow," Mrs. A.J. Osborne, 
“Finding the Real Joy in Music,” Etude XXXIII, no. 1 (January 1915): 56. 
766 "Life happiness depends very largely upon doing the work for which one, by natural gifts, training, 
and inclination, is best fitted. This thought has wide implications which must affect the order of 
tomorrow's society." James Francis Cooke, “Finding the Right Place,” Etude, Editorial, LXIV (April 
1946): 183–84. 
767 “You are helping to form character and disposition,” F.G. Ruthburn, “Covering Ground,” Etude, 
Editorial, XVII, no. 2 (February 1899): 45. 
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thanks to this research, I now understand that our words and actions, even our seemingly 
tacit reactions, are infused with a colossal potential for influence that reaches far beyond 
those rudimentary accomplishments as we both perpetuate and create legacy.768 
The study of images and their impact on the viewer has a long, rich history. In the 
mid 20th Century, Panofsky gave us academic clarity and later Winternitz presented us 
with a challenge. But there they lingered, those abstract ideas--powerful and promising, 
yes, but unrealized and somewhat neglected. More recently, as W.J.T. Mitchell questions 
reciprocities and Baldassarre forges a path forward, a reexamination of their 
predecessors’ foundational theories felt inevitable. 
First, this dissertation returned Panofsky’s theory of iconology to its 
iconographical roots by fully embracing their inherent differences. It then implemented 
Winternitz’s “plea” for a research model that honored both disciplines and defended their 
independence as it simultaneously sought to fuse the two into one synthesized, fully 
melded research framework, specific for music researchers. In the process, this research 
augmented its findings and provided context by the inclusion of interdisciplinary 
elements taken from sociology and world history.  
The manufactured disagreements between “fine art” and “commercial illustration” 
like the boundaries between popular music and western classical music, were exposed in 
this dissertation to be little more than a false dichotomy, created, most likely, by a coterie 
                                                          
768 “A character in a formative state is no light responsibility if within the sphere of our influence,” 
Theodore Presser, “Nothing Is More Lamentable than to See a Good Teacher Fossilize.,” Etude, 
Editorial, XVI, no. 5 (May 1898); “The working of your mind will affect your pupils more than you 
imagine.” R.E. Farley, “The Teacher’s Part in the Pupil’s Recital,” Etude XXXV, no. 11 (November 
1917): 728; Edouard “Teacher, beware! You can inspire only such ideals in your pupils as you show 
them in yourself.”  Hipsher, “Some Stepping Stones,” Etude XXII, no. 4 (April 1904): 143. 
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of dilettantes, fortified by a few art and music critics, but blithely ignored by the ultimate 
arbitrator, the public. Meaningless labels such as “The artist” and “the illustrator,” and 
the musical “entertainer” versus the musical “artist,” collapsed accordingly, just another 
set of differences without a distinction. The artist is an illustrator, and the illustrator an 
artist just as the musician entertains. 
Ultimately, this research took those individual strands—methodology and theory, 
art and entertainment, teacher and student, and even grandmother and grandson, father 
and daughter—and wove them into one seamless tapestry that solved the research 
problems and answered the research questions. That seemingly disparate miscellany of    
-ism’s, -graphy’s, and -ology’s are, in the final analysis, one.  
This research, this “long, glorious grind,” has ended. Take what you can from it 
and advance its findings. Model your research on mine, but refine it further. Now, just as 
Winternitz passed the baton of music iconography to future music researchers with a plea 
50 years ago, I too draw to a close with an appeal to the next generation of researchers, 
regardless of their particular discipline: disregard the predictable boundaries that will 
cross your path. They were, most likely, erected by the myopically defensive. Instead, 
conduct research that aims to unite the seemingly dissimilar, that seeks to establish 
connections between the mind and the heart, and that advances the concept of 
universality through education in the arts. 
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EPILOGUE 
“Bonnie Lou? It’s Queenie Kilgore.” My grandmother’s best friend called during 
dinner. 
“Yes, ma’am, Miss Queenie. Thank you for calling.” 
When I heard my mother identify the caller, I picked up my dinner plate and took 
it to my room. My dog, Wolfgang, slipped in just before I kicked the door shut with my 
heel. 
Three months had passed since my grandmother’s nurse held me in the hospital 
hallway and told me she was dead. Three months had passed and I hardly touched the 
piano. And never her Chickering. Not yet. When I visited my grandfather, I closed the 
door to the music parlor so I couldn’t even see it. If I played, it was only on the upright at 
home.  
Behind the scenes, a slew of activity was underway without my knowledge. Years 
later, I learned that my grandmother knew perfectly well that her illness was fatal. The 
doctor who was standing at the elevator door when my grandfather and I arrived at the 
hospital that afternoon had informed them both that very morning that her failing heart 
would probably not sustain her through another day.  
Yet, just a few minutes later, she sat up in bed and sang a joyous Rodgers and 
Hammerstein waltz. “I’ve got a wonderful feeling.” It was her goodbye to me. 
“Everything’s going my way.” And it remains my last memory of her. 
Decades later, I learned that my grandmother’s last few days were busy making 
plans for my musical life once she was gone. Together with my mother and Mrs. Kilgore, 
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my grandmother laid out precise instructions to ensure that my piano studies continued in 
her absence. She wisely predicted that I would rebel against more studies with a new 
teacher, even with Miss Queenie, a fixture in all our lives. Therefore, she instructed both 
women to wait a few months before gently suggesting I spend a casual afternoon with 
Mrs. Kilgore. 
Here was my grandmother’s plan: Avoid the term “lesson” at all costs. Mrs. 
Kilgore was scripted to casually call me to ask me if I knew of one particular collection 
of duets among my grandmother’s music. Of course I did. Would I please bring it over to 
her house? Yes, ma’am. Oh, and, while I was there, would I please “help her” play 
through a duet or two? She was told to say that she was looking for one particular duet, 
and just couldn’t remember the name of it to save her soul. But, she was quite sure she 
would recognize the tune if only she could hear both parts played simultaneously.  
Oh, what an elaborate scheme my grandmother concocted!  
With an enormous chip on my shoulders, I begrudgingly agreed. At the 
designated time, I arrived at Miss Queenie’s home with the duet book in hand. She acted 
her role brilliantly, just as my grandmother directed. She never once corrected a single 
mistake, never challenged my technique. Instead, she spoke to me as an equal. Let’s 
switch the primo and the secondo here. Do you think we cut that fermata too short?  
When my mother honked the horn an hour later, Miss Queenie didn’t suggest 
another session. She just thanked me and sent me on my way. 
She called that evening to check in. 
“Bonnie Lou, how is Smiley doing?” 
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 “Oh, Miss Queenie, he cried all the way home.” 
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PLATE 35:   Two random Google images using key words “private music teacher.” 
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Plate 1: Reproduced by permission from Theodore Presser, William S. Nortenheim, “Robert 
Schumann,” Etude LII, no. 8 (August 1934): front cover. 
“The man whose portrait appears on the cover of The Etude this month did considerably more 
for music than create beautiful and impressive compositions which stamped him as a master 
composer.  He was great-hearted for his deserving musical contemporaries and such music 
celebrities as Chopin, Berlioz, Franz, Henselt, Mendelssohn and Brahms all owe a debt to 
Schumann’s forceful and sincere journalistic work while editor of the Neue Zeitschrift für Musik 
which was founded in Leipzig in 1834 with Schumann as editor. 
“Despite the attention-commanding greatness of Schumann’s individual strength of character 
and compositions, his niche in the hall of fame was carved a little higher through the talents and 
loyalty of his wife.  Clara Wieck Schumann.  As a concert pianist she exploited and interpreted 
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his works.  Schumann’s wife has been described as a “sweetheart, companion, mother and 
nurse,” and the love between the two equals in tenderness, constancy and beauty the most lovely 
romances of all history. 
“Schumann was born June 8, 1810, at Zwickau in Saxony and died on July 29, 1856, at Boon.  
Every music lover should know more about what happened between these dates in Schumann’s 
life and there are many reference sources through which something about his life may be 
learned.  Quite a little is covered in an interesting fashion in the short biography, Robert 
Schumann by James Francis Cooke, in The Etude Musical Booklet Library series.  This 
biographical booklet may be had for 10 cents.” 
Cooke, James Francis. “Our Cover For This Month.” Etude LII, no. 8 (August 1934): 498. 
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Plate 2: Reproduced by permission from Theodore Presser, Francis Sherman Cooke, 
“WHICH The Hurricane of the Sunshine?  Parents, Protect Your Homes!” Etude LII, no. 84 
(November 1932): 449. 
  326 
 
 
Plate 3: Reproduced by permission from Theodore Presser, Francis Sherman Cooke, “Which?  
Capitalizing Leisure with Music Study,” Etude L, no. 11 (November 1932): 832. 
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Plate 4: “The Etude: For All Music Lovers,” Etude XXVIII, no. 4 (April 1910): front cover.
  
3
2
8
 
 
 
Plate 5: Sidney Steinheimer, “Marching in School”; Edwin John Prittie, “The Etude Educational Cartoons,” ed. James Francis 
Cooke, Etude,  The Etude Educational Cartoons, XXVIII, no. 4 (April 1910): 264-265. 
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Plate 6: Edwin John Prittie, “The Etude Educational Cartoons,” ed. James Francis Cooke, Etude, 
The Etude Educational Cartoons, XXVIII, no. 4  (April 1910): 265. 
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Plate 7: Reproduced by permission from Theodore Presser, “Music Possess Powers That Exalt 
and Ennoble Mankind.  Church, School, Home:  ‘For the Lord God Omnipotent Reigneth,’” 
Etude LVIII, no. 9 (September 1940): front cover. 
 
“It was our thought that this cover might be “useful as well as ornamental.”  This poster type cover, 
not only in its display on newsstands and in the windows of music dealers and magazine stores, but in 
other usages by music teachers and various branches of those in the music industry, should be of 
service to the music profession and the music industry in telling the American public of the 
importance of music in the church, school, and home. 
 
“It would be a sad day for civilization were there no musicians to render instrumental music or to 
raise their voices in the sacred hours of worship, and it would be taking too much out of community 
life were the growing generation not to have music in the educational program.  It often has been 
said that in addition to the school system’s endeavoring to give to children some of those things that 
will help them earn a living there also should be given children a training toward enjoying their 
living.  This is but one of the reasons for music in the educational system; there are a number of 
other practical and cultural benefits.  Music in the home is a great blessing.  Some have even said 
that it takes music to transform a house into a home. 
“On the subject of music in the church, the school, and the home there is material for a lengthy thesis, 
but The Etude believes that many intelligent people in seeing this cover will begin mentally to 
formulate theses of their own, and perhaps, to the benefit of music teachers and various members of 
the music industry, be inspired to a more active interest in safeguarding for the future generation music 
in the church, school, and home.”  
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Plate 8: Cooke, James Francis. “The Cover for This Month.” Etude LVIII, no. 9 (September 
1940): 647.  Reproduced by permission from Theodore Presser, James Francis Cooke, “Music 
Study Exalts Life,” Etude XLVIII, no. 5 (May 1930): 374. 
 
 
Reproduced by permission from Theodore Presser, James Francis Cooke, “The World of Music,” 
Etude, XLV, no. 12 (December 1927): 881.
  
3
3
2
 
 
Edwin John Prittie (c. 1910) 
Plate 9: Search, Theodore C. The Annual Report of the Philadelphia Museum of Art for The Year Ending 1905. Philadelphia, PA:  
Pennsylvania Museum and School of Industrial Art, 1905. p. 88.
  333 
 
 
Plate 10: Reproduced by permission from Theodore Presser, Gage, Hy. “Music Routs the 
Gloom-Dispensers.” Etude L, no. 2 (February 1932): 85.  
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Plate 11: Reproduced by permission from Theodore Presser, James Francis Cooke, “Compare 
These Two Scenes,” Etude XLIV, no. 10  (October 1926): 714. 
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Plate 12: Cooke, Francis Sherman. “What Is the Center of Attraction in This Picture?  It Always 
Pays to Study Music.” Etude XLVII, no. 6  (June 1929): Back cover. 
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Plate 13: Edwin John Prittie, “Why Doesn’t She Get Ahead?,” ed. James Francis Cooke, Etude, 
The Etude Educational Cartoons, XXVIII, no. 4  (April 1910): 265 L. 
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Plate 14: Edwin John Prittie, “Why Does the Pupil Tire of Practicing?,”  ed. James Francis 
Cooke, Etude, The Etude Educational Cartoons,  XXVIII, no. 5 (May 1910): 337 L. 
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Plate 15: Edwin John Prittie, “How Could The Teacher Know?,” ed. James Francis Cooke, 
Etude, The Etude Educational Cartoons, XXVIII,  no. 11 (November 1910): 735 L. 
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Plate 16: “Success or Failure:  Which?” Etude XXIV, no. 10 (October 1911): 697. 
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Plate 17: Edwin John Prittie, “My Daughter Has a Headache and Can’t Come for Her Lesson.,” 
ed. James Francis Cooke, Etude, The Etude Educational Cartoons, XXVIII, no. 5 (May 1910): 
337 R. 
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Plate 18: Edwin John Prittie, “Puzzle: Find the Mozart Sonata.,” ed. James Francis Cooke, Etude, 
The Etude Educational Cartoons, XXVIII  (July 1910): 479 R. 
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Plate 19: Edwin John Prittie, “Only Twenty Five Minutes Late.,” ed. James Francis Cooke, 
Etude, The Etude Educational Cartoons, XXVIII,  no. 12 (December 1910): 807 R.  
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Plate 20: Edwin John Prittie, “The Pupil Who Knows It All.,” ed. James Francis Cooke, Etude, 
The Etude Educational Cartoons, XXVIII,  no. 6 (June 1910): 409 L. 
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Plate 21: Kauh Dman, “The Jazzo-Maniac And Her Victim,” Etude XLIV, no. 8 (August 1926): 
front cover. 
“Our sympathies go out to the old gentleman on the cover of this month’s issue.  He is merely one 
of the thousands of parents who have invested in a musical education for daughters only to hear 
as a result the abominations of Jazz.  Now that the fashion for Jazz is passing and better music 
taking its place, we may look forward to a time when our aural tympani will not be shattered by a 
pandemonium of horrible noises. 
“The dear old gentleman on the cover of The Etude will not be obliged much longer to endure 
musical paralysis when daughter plays the piano. Daughter has come to realize that Jazz is no 
longer ‘fashionable.’ 
“Jazz is a perversion of some of the remarkable syncopating rhythms to be found in the native 
music of many races.  The negro race contributed some, but it is a libel upon our colored brethren 
to lay the music crime of Jazz to them. The old Jazz of the screeching Jazzomaniac will not 
torture victims much longer. 
“King Jazz is dying! His syncopating majesty, brothel-born, war-fattened, noise-drunk, is now in 
a stage of hectic decline. Like many of the great frauds of the centuries, he has reigned long... His 
Majesty’s music was one of unnatural noises, cat-calls, explosions, and often the vicious 
mangling of beautiful classics. 
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“Here, then, is the Marche Funèbre -- Moan, ye Saxophones!  Blare Trumpets!  Twang Banjos!  
Shriek Piccolos!   Bang Cymbals! -- the last steps in the cortege of King Jazz, emperor of lobster 
palaces and night clubs of gluttony, boot-legging and whilom vice on the great white ways of 
civilization that followed in the wake of the (First) World War.” 
Cooke, James Francis. “The Jazzomaniac and Her Victim/Marche Funèbre.” Etude, Editorial, 
XLIV, no. 8 (August 1926): 557–558. 
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Plate 22: Edwin John Prittie, “The Teacher Who Can Do Two Things At Once.,” ed. James 
Francis Cooke, Etude, The Etude Educational  Cartoons, XXVIII, no. 6 (June 1910): 409 R. 
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Plate 23: Edwin John Prittie, “Great Heavens! You Played A Wrong Note!,” ed. James Francis 
Cooke, Etude, The Etude Educational Cartoons,  XXVIII, no. 4 (April 1910): 265 R. 
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Plate 24: Reproduced by permission from Theodore Presser, “Orpheus and His Lyre,” Etude 
XLVI, no. 6 (June 1928): front cover.  Appears to be inspired by Orpheus by Franz von Stuck, 
1891. https://commons.wikimedia.org/wiki/File:Orpheus_Franz_von_Stuck_1891.jpg 
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Plate 25: Reproduced by permission from Theodore Presser, Dollie Morgan, “A Summertime 
Fantasy,” Etude LXIII, no. 8 (August 1945): Front cover. 
“Our cover for this month with all of its fanciful appeal might well be entitled “A Summertime 
Fantasy.”  It is the work of a young lady studying art at the Philadelphia Museum School of 
Industrial Art.  Students of this school were invited by The Etude to participate in a cover prize 
contest, in which students competed only against their follow students.  This cover was awarded 
third prize by the judges of the contest.  This whimsical personification of insects which busily 
fill the summer air with their sounds in a water color sketych and the promising young lady from 
whose brushes it was brought forth is Miss Dollie Margan, 5034 hazel Avenue, Philadelphia 43, 
Pa.” 
Cooke, James Francis. “Our Cover This Month.” Etude, Our Cover This Month, LXIII, no. 8 
(August 1945): 478. 
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Plate 26: Edwin F. Bavha, “Bluebird Notes,” Etude XXXVII, no. 6 (June 1918): front cover. 
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Plate 27: Edwin John Prittie, “How The Vaseleneowitsch Concerto Struck Home-Town.,” ed. 
James Francis Cooke, Etude, The Etude  Educational Cartoons, XXVIII, no. 11 (November 
1910): 735 R. 
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Plate 28: Edwin John Prittie, “That $1000. Piece,” ed. James Francis Cooke, Etude, The Etude 
Educational Cartoons, XXVIII, no. 8  (August 1910): 547 L. 
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Plate 29: Edwin John Prittie, “The Sign | The Faculty,” ed. James Francis Cooke, Etude, The 
Etude Educational Cartoons, XXVIII, no. 8  (August 1910): 547 R. 
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Plate 30: Edwin John Prittie, “Does Bohemianism Pay?,” ed. James Francis Cooke, Etude, The 
Etude Educational Cartoons, XXVIII, no. 7  (July 1910): 479 L. 
  355 
 
 
Plate 31: Drain, “Get Busy! Are You Doing This? Or Are You Doing This?,” Etude XXXV, no. 
9 (September 1917): 630. 
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Plate 32: Reproduced by permission from Theodore Presser, James Francis Cooke, “A 
Midsummer Day’s Nightmare: A Tragic Waste in Musical Education,” Etude, Editorial, XLVI, 
no. 2 (February 1928): 100. 
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PLATE 33: PERSONAL IMAGES 
 
33a.  The author with Frances Louise Herron Wheeler (c. 1969). 
 
33f.  Mark Herron Heimann’s piano lesson with Frances Louise Wheeler, interrupted by the 
author, c. 1965. 
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33b. “Frances Herron:  Piano Recital,” 1917. 
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33c. Anton Rubinstein, “Russian Romance,” Etude XLIX, no. 7 (July 1931): 494. (Handwritten 
notations and directions written by Frances Wheeler for the author, March 20, 1968.) 
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33d. Robert Schumann, “Schumann: Souvenir No. 1,” Etude XXXII, no. 3 (March 1914): 193. 
(Photo of William Reiley (“Big Bill”)  Herron, c. 1905, attached by Frances Wheeler for the 
author). 
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33e. Theodore Presser, “The Etude,” Etude X, no. 5 (May 1892): Front cover. (Handwritten note 
from Ida Maude McClee to Frances Louise Herron.) 
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PLATE 34 
 
Reproduced by permission, Oxford University Press. 
Keeping Time:  Readings in Jazz History, 1st Edition, 1994 
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Plate 35: These two images are the results of a random Google Image search 
using the words, "private music teacher." Such images are the subject of a 
discussion in "Chapter Five:  Conclusions.  The Etude’s Influence on Private 
Music Teacher Identity."  
  
  
Reproduced by permission, musicindustryhowto.com 
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